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CHAPTER ONE: PURPOSE, BACKGROUND AND PROBLEM STATEMENT
1. Purpose
Taken as a whole, the purpose of the practical and theoretical components of this 
research aims to contextualise and present a contemporary fairy tale heroine who 
recuperates and re-values traditional aspects of femininity within a feminist context. 
2. Rationale 
2.1 Background, origins and developments in the research area: re-reading 
fairy tales 
Fairy tales are ubiquitous and pervasive, as can be seen by the manner in which they 
have permeated western culture. Fairy tales once existed only in oral and written form 
but now appear in film, on clothing, as toys, and as archetypes in advertising such as 
in Disney’s “Princess Franchise”.1 This indicates a history of continued popularity as 
fairy tales have been heard, or read, since at least the 1700s. A reason for this 
popularity, John Stephens (1992:3) suggests, is that fairy tales are purposely didactical
in that they are used by the author to educate the reader, via entertainment, in 
particular cultural norms. Cultural norms are comprised of specific morals, ethics and 
behaviours, which are underpinned by a system of beliefs that are seen as valuable to 
society (ibid.). This didactic purpose invariably serves an ideology. This, according to 
Stephens (1992:8), is not necessarily a negative thing, because it provides the 
individual with a way to understand their world. Stephens (ibid.) remarks that children 
need to learn their culture’s specific ideologies, as these are not innate or universal to 
all cultures. Stephens (1992:8) explains that, “if a child is to take part in society and act 
purposely within its structures, he or she will have to master the signifying codes”; thus, 
the need to acculturate children through pedagogical means. Where these ideologies 
become problematic, however, is when power relations are established to the benefit 
of one group, and to the detriment of another group (Weedon, 1987:2). 
                                           
1 In 2002, according to Bridget Whelan (2012:25), this franchise was valued at $4 billion and offered 26 
000 different varieties of products. 
2 
According to Weedon (1987:2), patriarchy is just such an imbalanced ideology. 
Patriarchy is a socially constructed paradigm where “power relations in which women’s 
interests are subordinated to the interests of men” resides in the “social meanings 
given to biological difference” (ibid.). A further problem with patriarchy is that the “social 
role[s] of women are defined in relation to a norm which is male” (ibid.). This is evident 
in the roles that heroes and heroines play in traditional western fairy tales. Whelan 
(2012:26) notes that heroes in fairy tales are associated with notions of “power, 
freedom and exploration”, while heroines are connected to notions of “dutifulness, self-
sacrifice, and desire for and subservience to males”. To illustrate, if a heroine’s 
character in a traditional fairy tale is reversed, in that the female character is powerful, 
then she is usually characterised as wicked, asexual, old and ugly. For example, the 
‘wicked’ step-mother who usually has great witch-like powers, like Snow White’s step-
mother who transforms herself into an ugly, old woman (Lieberman, 1986:187). 
However, women who are good are usually shown to be young, beautiful and sweet, 
like a daughter and/or princess (for example, the persecution of ‘good’ Cinderella by 
her [ugly and mean] step-sisters (Lieberman, 1986:188). On the other hand, when 
heroes in traditional fairy tales do something ‘bad,’ they retain their physical appeal. 
For example, Duggan (2005:154) notes that in “Sleeping Beauty” the prince marries 
Sleeping Beauty without his parents’ consent, and then has two “undeclared children” 
which was illegal in the seventeenth century. As Marcia Lieberman points out 
(1986:196, 197), “[w]hat is praiseworthy in males, however, is rejected in females”. 
Characteristics such as dutifulness, self-sacrifice, and desire for and subservience to 
males, are traditionally regarded as feminine because they are “thought to be natural 
qualities for women because of their recognised role of wife and mother” (Weedon, 
1987:2). The pervasiveness of these gender roles in current western culture can be 
seen in the characters of Snow White, Cinderella, and Sleeping Beauty (Whelan, 
2012:25, 26). Disney’s films which are strong facilitators of patriarchal discourse have 
become, “household tales”, and are so successful in instilling gender stereotypes to its 
audience that many women cannot think of fairy tale heroines outside the context of 
the Disney versions2 (Stone, 1975:42).  
                                           
2 Whelan (2012) and Stone’s (1975) research both share similar interpretations about the popularity of 
Disney and its stereotyped female characters. Zipes writes about a similar interpretation of Disney and 
states that Disney’s success in its relentless ‘civilising mission’ is unrivalled by any other artist or writer. 
See “Walt Disney’s civilizing mission: from revolution to restoration,” for an in depth discussion (Zipes, 
2006:193-212). 
2 
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3 
Disney’s film adaptations of fairy tales reflect similar patriarchal ideas and are thus still 
traditional. Linda Parsons (2004:137) sees these traditional fairy tales, like Disney’s, 
as problematical because the ideology they convey has “been edited and selected to 
reflect and reproduce patriarchal values” and a patriarchal discourse. For example, 
Anne Duggan (2005:12) notes that seminal fairy tale authors of Perrault’s generation, 
Madeleine de Scudéry (1607-1701) and Marie Catherine d’Aulnoy (1650/1-1705) have 
had their fairy tales excluded from the canon, despite the popularity of their works.3
The term ‘fairy tales’ or contes de fées (tales about fairies) was actually established by 
d’Aulnoy (Zipes, 2011:222). This omission shows that they presented a threat to the 
status quo as the traditional western fairy tale canon comprises of specific, 
conservative fairy tales written by men: Charles Perrault (1628–1903), Jacob (1785–
1863) and Wilhelm Grimm (1786–1859), and Hans Christian Anderson (1805–1875) 
(Zipes, 2006:xi-xii). A reason why the fairy tale canon is believed to be edited is 
because there are certain fairy tales in which the physical appearance of female
characters is not emphasised and they are portrayed as active, resourceful, strong and 
independent. However, these fairy tales are not well known amongst children or adults 
as they do not fit patriarchal ideology (Trousdale & McMillan, 2003:3). These fairy tales 
have been neglected in favour of those that promote a patriarchal ideology. 
Patriarchal ideology thus serves as the dominant culture, and, is informed by humanist 
ideals. Duggan (2005:32) writes that “[h]umanism [was] the springboard for the 
seventeenth century creation of classical French literary tradition,” of which Perrault 
was a part. “Sleeping Beauty” is one such popular fairy tale by Perrault that is seen as 
problematic from a feminist perspective because of the patriarchal ideals evident in the 
text (Stone, 1975:42). Zipes (2000:476) states that Sleeping Beauty is “inconceivable” 
as a role model for the children and adults of today. According to Lieberman (1986:191) 
Sleeping Beauty represents the ultimate state of passivity because she lies helpless, 
asleep for one hundred years, awaiting a prince to save her. Perrault’s “Sleeping 
                                           
3 Duggan’s book, “Salonnières, furies and fairies” (2005) attests to the issue of why two females authors 
who made such a great contribution to French fairy tales and novels that they even impacted the fairy 
tale tradition as a whole, have had their names and fairy tales excluded from the canon. As mentioned, 
d’Alnoy gave the genre its name but her fairy tales remain unfamiliar to most readers in western culture, 
and have only attained critical attention in the 1980s (2005:12). Duggan argues her research from the 
perspective of “early modern women’s studies” and attests history’s patriarchal voice as the issue (ibid.). 
To read another discussion regarding d’Aulnoy’s importance in contributing to and establishing the fairy 
tale genre, see: “The meaning of fairy tale within the evolution of culture” (Zipes, 2011:221-243).
4 
Beauty” (1697) is a product of a patriarchal era and reflects a discourse of patriarchal 
ideology. It encourages prejudicial gender stereotypes through the portrayal of the fairy 
tale heroes as “powerful, active and dominant”, while the heroine is portrayed as “weak, 
submissive, dependent and self-sacrificing” (Parsons, 2004:137). Repetitive exposure 
to such fairy tale characterisations shapes women’s identities and roles in society 
(Rowe, 1986:221). Critics, like Parsons (2004:135), believe that patriarchal fairy tales 
should therefore be retold or ‘re-visioned’ in order to offer alternative discourses that 
challenge dominant ideologies so that perspectives can be broadened and become 
more critical. 
The research has addressed the fact that patriarchal discourse is pervasive and 
persistent, and is the dominant ideology in western culture, of which fairy tales are an 
example. This is problematic as women’s perceptions of themselves are thus 
influenced. I can attest to this in my own life. 
2.1 Personal triggers: the pervasiveness of an ideology 
... subconsciously women may transfer from fairy tales into real life cultural norms which exalt 
passivity, dependency, and self-sacrifice as a female’s cardinal virtues. In short, fairy tales 
perpetuate the patriarchal status quo by making female subordination seem a romantically 
desirable, indeed an inescapable fate.
Karen E. Rowe (in Zipes, 1986:209)
As the quote above states, patriarchy has been able to manipulate female 
subordination into a desirable romantic ideal which is most commonly perpetuated in 
western fairy tales. I acknowledge this manipulation occurring in my own life. The 
studio work, “Soliloquy: the untold story of Sleeping Beauty’s dream”, represents two 
interlinking events in my life: my spiritual development and an engagement to my ex-
partner. Both presented struggles of their own, but the interlinking factor was that my 
partner did not share in my spiritual perspective and was often unsupportive. Ultimately 
marriage to my partner would have meant a sacrifice of my faith, and thus having a 
non-confrontational attitude; and being agreeable to his needs (in general) which were 
emotionally abusive at times. But even though these negative points existed, I felt 
dependent on his love for my happiness and thus had unconsciously succumbed to 
the western fairy tale idealisation of marriage as the raison d’être for female fulfilment. 
4 
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marriage to my partner would have meant a sacrifice of my faith, and thus having a 
non-confrontational attitude; and being agreeable to his needs (in general) which were 
emotionally abusive at times. But even though these negative points existed, I felt 
dependent on his love for my happiness and thus had unconsciously succumbed to 
the western fairy tale idealisation of marriage as the raison d’être for female fulfilment. 
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Initially during the relationship, passive to my emotions and these idealisations. Later 
on, when I became a spiritual person I was more aware of my feelings due to the 
contrast of my once passive self and my now awakened self. My faith gave me a 
purpose higher than marriage. This higher purpose enabled me to critically evaluate 
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parallel of my life. In “Soliloquy” Sleeping Beauty represents me, as such she is my 
alter ego and I tell my story through her. When I have represented her in the artworks, 
I use myself as a model and they can be seen as self-portraits. Further reasons for 
choosing the fairy tale of “Sleeping Beauty” is that: Firstly, Sleeping Beauty’s period of 
sleep is often symbolically linked to death, depression and spiritual darkness because 
of its ‘dark’ and ‘dormant’ nature which represented my passive, uncritical nature which 
had succumbed to patriarchal idealisations. And secondly, the ‘happily-ever-after’ 
nature which fairy tales prescribe to are so often contrary to real life which I came to 
realise. A rite of passage is incorporated into the re-vision as it represents the long, 
difficult, emotional and spiritual struggle I undertook so that I would no longer be 
passively subjected to my feelings and instead become actively positioned and 
distanced from the events. I have felt that the process of re-visioning, re-visioning itself 
and actualising it in the form of drawings has empowered me in the sense that I could 
give my feelings a ‘voice’ and share it with others.
2.2 Previous research: re-visioning fairy tales 
Academic literature on the topic of fairy tales is abundant. Some writers who have 
critiqued fairy tales are Cristina Bacchilega (1993), Bruno Bettelheim (1976), Ruth B. 
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Bottigheimer (1986), Lewis C. Seifert (1996), Marina Warner (1995) and Jack Zipes4.
Early feminist writers critiquing fairy tales specifically are Marcia Lieberman (1972),
Karen E. Rowe (1979) and Kay Stone (1975)5. Authors who aimed to critique the fairy 
tale via a feminist lens by re-interpreting or re-visioning actual traditional fairy tales are 
Angela Carter (1979), Tanith Lee (1984) and Jane Yolen (1992)6 (Zipes, 2012:142). 
SurLaLune Fairy Tales.com is evidence of the volume of information available on the 
critique and re-vision of fairy tales. This website examines a vast array of fairy tales 
both common and uncommon to the western fairy tale canon; has a blog post; a 
discussion board where questions can be raised and issues addressed; books, DVD’s, 
clothing, toiletries can be purchased; a historically linear illustration section; and an 
index of annotated tales. Although there is much literature available on fairy tale
critique, very little exists regarding the visual arts. In the 1980s Cindy Sherman created 
her “Fairy Tales” series in 1985 and “Disasters” in 1986-89, and in 1989 Paula Rego 
made her “Nursery Rhymes” series. Rego continued with this theme in the 1990s with 
her “Snow White” series and then again in 2003 with her “Little Red Riding Hood” 
series. In the twenty first century, artists such as Kiki Smith and Dina Goldstein7 have 
critiqued the fairy tale in their respective artworks. In 2012 and 2013, there was a
touring exhibition called “Fairy Tales, Monsters, and the Genetic Imagination” which 
was about artworks that sourced inspiration from fairy tales and fables in a context of
science and science fiction (http://fristcenter.org/calendar-exhibitions/detail/fairy-tales-
                                           
4 Professor Jack David Zipes is a very prolific writer of fairy tales as he has dedicated his academic 
career which spans the last 20 years to research on fairy tales. He has published a book just about 
every year on the topic and related journal articles. It is therefore difficult to ascribe a date to a particular 
seminal text. Zipes is not selective either in discussing the issues surrounding fairy tales as it is virtually 
impossible to find an author, critic, topic, theme, genre, and discipline either directly or indirectly related 
to the topic of fairy tales that he hasn’t discussed. Over the last 10 years he has gone into 
interdisciplinary research of relevance theory, social Darwinism, evolutionary psychology and linguistics 
to help further his research in the genre. 
5 Lieberman (1972), Rowe (1979), and Stone (1975) had their respective seminal essays collectively 
published in Jack Zipes’ “Don't bet on the prince: contemporary feminist fairy tales” (1986). Eighteen 
years later Donald Haase published “Fairy tales and Feminism: new approaches” (2004) which aimed 
to mirror Zipes’ book in the sense that it sought to publish an anthology of relevant contemporary feminist 
writings on fairy tales (ibid. vii, iv). 
6 Carter, Lee and Yolen are all prolific writers and therefore the corresponding dates that I have chosen 
reflects a particular work of award-winning literature that re-visions a fairy tale or collection of fairy tales. 
In 1979 Angela Carter wrote: “The bloody chamber and other stories”; in 1984 Tanith Lee wrote “Red 
as blood or tales from the sister Grimmer”; and in 1992 Jane Yolen wrote Briar Rose.
7 Zipes (2012) discusses these visual artists in chapter seven of his book, “Fairy-tale collisions, or the 
explosion of a genre”.
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monsters-and-the-genetic-imagination). A link that these writers and artists (except the 
touring exhibition) share is that they have critiqued fairy tales by re-visioning or re-
interpreting them with a common feminist agenda. Authors such as Whelan (2012:49), 
Harries (2003:8), Crew (2002:78), Zipes (1994:9) and Stephens (1992:88) cite re-
visioning or “retelling” as an appropriate response to critiquing patriarchal ideology, 
indicating that patriarchy is the problematic social construct recurring within fairy tales, 
and re-visioning a plausible form of critique.
This study specifically draws on Linda Parsons’ (2004) use of the term re-vision as 
taken from the article “Ella evolving”. To re-vision a text implies a re-interpretation of it, 
specifically through the paradigm of feminist post-structuralism which acknowledges 
the influential historical and social context in which a fairy tale is written. Furthermore,
to re-vision a text, according to Parsons (2004:138-139), “indicates the author’s agency
[ability to choose] in creating a new vision of possibility and sharing that vision with the 
reader” through conscious and unconscious choices of content drawn from the original 
text and thus presenting alternatives to previously restrictive subject positions.
Parsons (2004:139) warns against the manner of re-visioning by past second wave 
feminist re-visions that “[have] often relied on a simple reversal of gender roles” which 
‘fracture’ “feminist ideals”. Fracturing or breaking down of ‘static identities’ may be 
regarded positively in that it aims towards the breaking down of gender stereotypes 
but in this dissertation “fracturing” is used in the sense that Kuykendal, & Sturm (2007), 
Parsons (2004), and Crew (2002) use it. Their respective articles discuss how 
straightforward gender role reversal “fractures” feminist intents to challenge 
stereotypes in a varied, subtle and nuanced manner, which means that male or female 
characters can embody positive traditional characteristics of either sex 
(Parsons:2004:140). In other words, fairy tale re-visions that have attempted to rectify 
problematic portrayals of overtly passive heroines have often reversed gender roles by 
creating heroines that display only overtly active or traditionally ‘masculine’ traits 
(Kuykendal et. al, 2007:40)8. Inverting gender roles in such a manner runs the risk of 
marginalising aspects of ‘traditional’ femininity, such as gentleness, humility and 
patience. Leslee F. Kuykendal and Brian W. Sturm (2007:40) argue that gender role 
                                           
8 Whelan (2012:29) calls re-visioned female heroines in fairy tales that only display traditional ‘male’ 
characteristics, “heroes in drag”.
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reversal does not promote the construction of female agency (the power to act) 
because it still places a higher value on characteristics regarded as ‘masculine’ and 
thus suggests the character is empowered instead because of these specific ‘male’ 
characteristics. Traditional ‘feminine’ characteristics are then still regarded negatively, 
thus undervalued. Merely swopping these traditionally regarded characteristics may 
‘fracture’ or hinder feminist efforts to re-value traditional ‘feminine’ characteristics, 
inadvertently creating similar essentialist role models to whom young women cannot 
relate (Parsons 2004:140).  
This study attempts to avoid such role reversal and argues for a re-vision of the story 
of “Sleeping Beauty” where the passive act of waiting is re-imagined as an empowering 
act of choice. The studio work “Soliloquy: the untold story of Sleeping Beauty’s dream” 
(“Soliloquy”) forms a re-vision of a patriarchal text through recuperating undermined 
traditional ‘feminine’ characteristics. The dissertation aims to contextualise the studio 
work within a ‘re-visioning’ that similarly avoids straightforward gender role reversal. 
The revisionist strategies that will be implemented in the dissertation include: 
subverting the omniscient narrative perspective; revising representations of gender; 
developing rich, dynamic, complex and realised characters; and creating a 
counterpoint in setting. These re-visionist strategies bifurcate into two linking aspects, 
in that it can increase the agency of the reader/viewer through offering a more active 
subject position, and in that the act of re-visioning itself can increase the agency of the 
writer/artist, which was my experience. 
As stated, there is much literature, both digital and traditional, available on the topic of 
fairy tales but by comparison, very little in the visual arts. Mainly Rego and Smith are 
popularly linked to re-visioning the fairy tale theme. This research has drawn inspiration 
from artists who are not as aggressive in dealing with feminist-type topics. Also, with 
regard to my studio work it differs largely from Rego and Smith regarding style, as I 
have used a hyper-realistic drawing style combined with elements of a whimsical and 
magical nature as opposed to their harsh, naturalistic style. A connecting link between 
these artists and my work is that we all seek to address the issue of patriarchy via a 
feminist ‘lens.’
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3. Problem statement 
As stated, re-visions of actual traditional fairy tales have largely been addressed via a 
general feministic intent and as such when re-visions are defined, discussed and 
critiqued by academic authors such as Parsons (2004), Harries (2003), Crew (2002), 
and Zipes (1994) this is done via a ‘feminist’ interpretation. The term ‘feminism’, like 
patriarchy, is also a social construct but has wide and varied meaning, and depending 
on its use refers to a movement, theory, or philosophy that branches into as many wide 
and varied disciplines such as politics, law, language, psychoanalysis, religion and 
visual art. These perspectives and interpretations share a common goal which is “to 
identify and remedy the sources of oppression” of women and inequality that exist in 
the relationship between the sexes (Honderich, 1995:270). A form of this oppression 
is a lack of agency which means that men, and not women, are allowed to speak and 
act freely without the social constraints of their sex (Davies, 1991:42). 
Agency is a large feminist concern as without it women remain passive participants of 
their own lives as dictated by men. Agency, according to Bronwyn Davies (1991:52) 
“is never freedom from discursive constitution of self but the capacity to recognize that 
constitution and to resist, subvert and change the discourses themselves through 
which one is being constituted”. The definition that Davies (1991:46) ascribes to 
agency belongs to a post-structuralist paradigm which views agency as illusory, as 
opposed to theories informed by humanism which views agency as inherent and 
constant. Humanism attributes agency to all subjects that are rational beings, however 
women were not traditionally regarded as rational, and therefore were not seen as 
agentic (Davies, 1991:42). Humanism resulted from an increased acceptance of 
Greco-Roman ideals in the fifteenth and sixteenth centuries which changed the 
perspective of politics, society and culture (Duggan, 2005:25, 32). Greco-Roman ideals 
instituted hierarchies that provided social identity and levels of value, one of which was 
that men were more highly valued than women (Duggan, 2005:26). Humanistic ideals
carried a low regard for women that resulted in a subject/object relationship between 
men and women largely connected to sexual relations, evident in some visual artworks 
(Weedon, 1987:1). John Berger (2008:47) writes that the objectification of women is 
notable in European oil paintings of ‘the nude’ ranging from the 1500s – 1800s. Berger 
(2008:55, 62) explains that these nudes likely appealed to the sexual appetites of men 
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who expressed a “humanist spirit”9. 
This humanist spirit resides in a variety of mediums besides paintings, such as 
literature, film, and advertising (Berger, 2008:63). In reaction to this dominant humanist 
spirit, second wave feminist theories tried to address the critical issues of sex role 
stereotyping and sexist language (Coleman, 2009:4). Second wave feminist Luce 
Irigaray attempted to address this objectification by arguing for a subject/subject 
relationship that she terms “intersubjectivity” in which there is a mutual and equal 
respect of gender differences. Kuykendal and Sturm (2007:39) write, “[d]uring the late 
1970s and 1980s, feminism evolved into the feeling that women were… naturally 
superior… and rewritten… fairy tales claiming to be “feminist” often simply reversed 
the normal gender stereotypes”10. This means that in an attempt by authors drawing 
on second wave feminists to address issues of sexism and stereotyping, ascribed 
traditional male qualities to women. For example, Babette Cole’s storybook “Tarzanna” 
(1987) in which the main character answers to no one, looks after herself and makes 
her own decisions, which is very unlike the traditional Sleeping Beauty who does none 
of these things. Cole’s “Tarzanna” displays no characteristics of traditional ‘femininity’ 
such as gentleness, patience and humility, and as the title indicates, gender roles are 
merely swopped and replaced, and as a result traditional ‘feminine’ qualities are 
denigrated (Parsons, 2004:140). Such gender role reversal values traditional 
‘masculine’ qualities over traditional ‘feminine’ ones. As such, there is a valuation in 
this that still privileges reason, physical strength, and aggression, over gentleness, 
humility and patience. This research seeks to address such privileging and thereby re-
values ‘feminine’ qualities. In the studio work “Soliloquy”, I have produced a heroine 
who is arguably very close to the heroines of traditional fairy tales, but the difference 
is that I add positive traditional ‘masculine’ qualities. 
In this dissertation, I will attempt to contextualise my choice of seemingly traditional 
characteristics, and show how my story recuperates aspects of a more traditional 
                                           
9 Humanistic ideals parrallel patriarchal ones which Anne. E. Duggan argues with particular reference 
to the portrayal of women in Charles Perrault’s fairy tales. See: Duggan (2008) “Women subdued: the 
abjectification and purification of female characters in Perrault’s tales”.
10 Coleman (2009:5) notes that at times second wave feminists could be perceived to be quite militant 
and aggressive in their endevour to address stereotyping.
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‘femininity’ while still challenging key conventions of traditional fairy tales that reflect 
patriarchal values, most notably the lack of agency of the heroine. In order to 
contextualise my practical work, this document will establish “Sleeping Beauty” as a 
patriarchal text, and discuss various re-workings of similarly patriarchal texts by 
contemporary artists and authors, focusing on how the character has established a 
sense of agency without reversing gender roles. Coleman (2009:8) comments that 
second wave feminisms opened the way for third wave feminisms to be more 
“individualistic”. The studio work thus embraces an individualistic approach, informed 
by personal experiences and various academic sources, and in doing so, I have 
attempted to retain an awareness of the ‘bigger picture’ regarding “social relations and 
systemic injustices” and the collective empowerment of women within feminism 
(Coleman, 2009:3) in this dissertation. 
In summation, patriarchy is a social construct with an ideology that reflects humanist 
values in that traditional ‘masculine’ characteristics are valued over traditional 
‘feminine’ characteristics which is reflected in literature, such as fairy tales, and 
artworks, such as oil paintings that depict ‘the nude’. This valuation is often oppressive 
to women, and can take the form of a lack of agency. In reaction to this, some second 
wave feminists have reversed traditional gender roles in their fairy tale characters. This 
is problematic as gender role reversal still indirectly values traditional ‘masculine’ 
characteristics over traditional ‘feminine’ characteristics. I attempt to rectify this issue, 
in an individualistic manner, by recuperating aspects of a more traditional ‘femininity’ 
while still challenging key conventions of patriarchal values in traditional fairy tales. 
4. Research Question 
How can waiting be re-visioned as an act of agency for Charles Perrault’s “The 
Sleeping Beauty”?
5. Sub questions
5.1 Can agency be applied to the traditionally passive feminine characteristic of 
waiting using “Sleeping Beauty” as a metaphor?
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5.2 How has waiting been re-visioned as an act of agency within “Soliloquy”?
  
6. Objectives
The overarching objective of this study is to renew the act of waiting by finding a 
solution to the lack of agency evident in the fairy tale, “Sleeping Beauty”, within the 
social and historical confines of patriarchy. “Sleeping Beauty” in its textural and visual 
forms is discussed as it serves as an acute example of patriarchal discourse. Further, 
the studio work attempts to address the issue of agency through the allegorical journey 
that the leading character, (the heroine) embarks upon within her dreams. The format 
that the studio work “Soliloquy” takes is an installation (comprising original drawings, 
and a film) that aims to reference the original “Sleeping Beauty”, but strives to create 
a new story in its own right. Its overarching aim is to recuperate and re-value traditional 
aspects of ‘femininity’ such as patience, humility and gentleness with a focus on the 
aspect of waiting. Waiting is treated as an active process that enables a sense of 
agency because it is based on choice and determination. 
6.1 The practical component 
The illustrations and film which uses the illustrations as its base, were developed out 
of using the following process stages. Firstly, the concept development stage in which 
the text based fairy tale of “Sleeping Beauty” is transformed into visual images and 
decisions are made regarding which elements from the original story should be 
incorporated or omitted. The second stage is where the concept is converted into a 
composition. Thirdly, the composition is constructed into a set and reference materials, 
both physical and photographic, are acquired. Thereafter a process of adjusting or 
changing either the set or reference materials, as well as digitally adjusting the 
photographs, are implemented in order to achieve the desired composition. The last 
stage is where a selection of drawings and objects are filmed, and combined with 
various film techniques in order to convey the desired narrative for “Soliloquy”.
The objectives of the studio work are to create an installation of works comprised of 
illustrations, and a film, which are exhibited as a whole. The illustrations are hand 
drawn and form the basis of the film. The medium of film offers another dimension to 
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the body of work as it allows visual movement and emotive stimulation through music, 
which is not achievable in the illustrations executed in the medium of graphite pencils 
and graphite on archival paper.  
The basic narrative quality of the drawings and film aim to achieve the overarching 
objective of the research. The basic narrative takes place when the heroine has fallen
asleep due to the curse and begins to dream. Within Sleeping Beauty’s dream, she 
embarks on a spiritual rite of passage wherein she is challenged to cross difficult 
terrains in order to receive gifts, which alters her understanding of who she is, and as 
a result, her marriage to the prince is implicated upon awakening as she rejects him 
and decides to wait for a prince who is better suited to her new self. The rite of passage 
is also informed and structured by Arnold van Gennep’s (1873-1957) anthropological 
rite consisting of the categories: pre-liminal (symbolic separation from old life), liminal 
(initiations and trials) and post-liminal (symbolic re-entry into old life but as a new 
person). This specific construction of a rite is used as it symbolically mimics the spiritual 
death and rebirth that forms the crux of any spiritual journey. The emphasis on liminality 
noted in “Soliloquy” represents those few years that were a transitional time for me, 
with the ending of the relationship being a threshold crossing into a new phase of my 
life. In conclusion, investigating, exploring and communicating the story is part of a 
recovery process that enabled me to be more agentic and reclaim a sense of my new 
self. The narrative attempts to show a maturation of the heroine by imitating a type of 
Bildungsroman novel, which elicits the positive psychological growth and development 
of the heroine (Barnhart & Barnhart, 1980:198). This growth and development 
progresses throughout and comes to fruition at the end of the story, noted by an 
adjustment to said heroine’s circumstances.
6.2 The theoretical component 
As feminism is a wide and varied movement, it allows a personal position informed by 
various theories that, despite their various differences, can be used in service of this 
research’s aim. In this research I shall use a feminist perspective that includes 
elements of second and third wave feminism (drawing on the ideas of Irigaray (2002), 
Parsons (2004) and Crew (2002)), and feminist post-structuralism (drawing on the 
ideas of Davies (1991, 1992) and Weedon (1987)) to the degree that they enhance 
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agency for the individual and collective woman. A single theoretical stance by a 
particular theorist has not been used, as any one theorist is not able to address 
exhaustively all of the issues pertaining to the complex discussion of patriarchy within 
fairy tales. Rather, mutually supportive theories of a wider feminist context, as 
discussed and referenced throughout the research, have been used. I believe these 
diverse theories are compatible as they all critique and challenge patriarchy in some 
form; view women as of equal worth to men; and desire a ‘voice’ or agency for women. 
To provide a sense of agency for the heroine, she embarks upon a rite of passage 
within her dreams. This rite of passage is informed by re-visionist strategies that 
attempt to address a lack of agency in some pertinent examples of literature and visual 
artworks: Donna Jo Napoli’s novel “Hush” (2007)11; Mary Sibande’s “I decline. I refuse 
to recline” (2010); Senzeni Marasela’s “The waiting” (1999); and photographs by 
Francesca Woodman (1975-78). These works are examined because they directly or 
indirectly address “Sleeping Beauty”, with relation to the feminist ideals of this 
research. Lastly, these re-visioned strategies inform a reading of the studio work 
“Soliloquy”, in which I argue that this installation uses similar strategies to encourage 
an active subject position for both myself as an author, and the reader/viewer. 
The specific re-visionist strategies employed by Napoli (2007), Sibande (2010), 
Marasela (1999) and Woodman (1975-78) that inform the studio work are as follows: 
Firstly, to subvert the omniscient narrative perspective through the use of first person 
narrative perspective. Secondly, a re-vision of gender representation by avoiding 
gender role reversal in order to renew the relationships between men and women, and 
thirdly, the development of rich, dynamic, complex and realised characters. The first 
three re-visionist strategies are analysed in conjunction with the literary work by Napoli 
(2007), and the visual artworks by Sibande (2010), Marasela (1999) and Woodman 
(1975-78). An additional re-visionist strategy is analysed, counterpoint in setting, in 
conjunction with the studio work as it is not as intensely addressed by the other artists 
or author. Counterpoint in setting reworks the presentation of the narrative in a setting 
different from the traditional version in order to add to the narrative information and 
encourage investigation by the reader/viewer. 
                                           
11 Feminist fairy tale authors Whelan (2012), Kuykendal, et al. (2007), Parsons (2004) and Crew (2002), 
all cite Donna Jo Napoli as a feminist author who adequately addresses feminist issues within re-visions.
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These narrative strategies aim to create an active subject position which invests 
towards the larger concern of re-visioning which is to enhance the agency of the 
heroine, reader and author (Crew, 2002:78). Further the re-visionist strategies help to 
inform the visual text of “Soliloquy” and the accompanying verbal text therein. 
Additionally, to further an active subject position for the reader/viewer, ‘narrative gaps’ 
between the verbal and visual text of “Soliloquy” are created. Narrative gaps are meant 
to be supportive and enlightening to the narrative, and not literally to replicate the words 
visually, subsequently leaving an ‘open-endedness’, which leaves the viewer to 
embark on his/her own personal interpretative journey (Nikolajeva, 2006:2, 7). 
A summation of the objectives of this dissertation is to explore the socio-historical 
context and mind-set in which Perrault’s “Sleeping Beauty” was written, and the effect 
this had on the way Sleeping Beauty was depicted in some examples of visual 
artworks. Furthermore, this document will investigate how the lack of agency of the 
heroine in “Sleeping Beauty,” may be corrected through re-visionist techniques. In 
order to do this, I will analyse the motivations and context of fairy tale re-visions in both 
literature and visual art, in order to demonstrate how they redress passive subject 
positions for the heroines, authors and reader/viewer. Lastly, how these re-visionist 
techniques have been applied to the heroine with the studio work will be discussed. 
7. Exposition of contents
Although “Sleeping Beauty” has been critiqued by second wave feminist theorists, 
notably Marcia R. Lieberman (1972), Karen Rowe (1975), and Kay Stone (1979), it 
persists as a strong example of feminine passivity. In this dissertation, Perrault’s 
“Sleeping Beauty12” and its various visual forms act as examples of a pervasive and 
persistent patriarchal ideology in traditional western fairy tale canon. This is 
demonstrated in chapter two, where the issue of agency and the lack thereof in 
                                           
12 “The Sleeping Beauty in the woods” was originally published in the magazine “Le Mecure galant” in 
1696 as “La Belle au bois dormant” (Zipes, 2000:380). It was then published in the book “Les contes de 
ma mère l’ oye” or “Mother goose tales” in 1697 (ibid.). This seventeenth century original does not exist 
any longer. The earliest texts available are four editions from the eighteenth century, and even they are 
not exact copies of the original text (Jean, 2007:279) therefore I have made use of an available English 
translation published in 1922.
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patriarchal texts is analysed and discussed, using artworks of Sleeping Beauty from 
past and present as examples. In chapter three, re-visionist strategies employed in 
verbal and visual texts which aim to recuperate agency for women in a non-fracturing 
manner will be explored in order to critique and challenge patriarchal texts. In chapter 
four, the research design and methodology will be explained, along with methods of 
validation. In chapter five, the manner in which these re-visionist strategies may be 
employed in the studio work “Soliloquy” will be described. Finally, in chapter six, a 
summation of how waiting has been transformed into an act of agency will be given; 
and concluding thoughts regarding the future of re-visioning will be discussed.
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CHAPTER TWO: THEORETICAL UNDERPINNINGS: A HISTORICAL OVERVIEW 
1. Introduction
This chapter offers a historical overview of the interpretation of “Sleeping Beauty” as it 
has manifested throughout history in images and texts. The historical overview aims
at placing my re-reading of “Sleeping Beauty” in “Soliloquy” in a feminist post-
structuralist context and furthermore, to draw out the differences and similarities 
between what is seen as the traditional fairy tale in contrast to a feminist interpretation
of the theme which is based on appropriate theories of the feminist movement, the act 
of agency and the role of patriarchy, become the key focus areas of the theoretical 
underpinning of my contemporary visual interpretation of “Sleeping Beauty” in a series 
of works entitled “Soliloquy”.
This chapter will demonstrate that throughout history the representation of “Sleeping 
Beauty” specifically, has laid the emphasis on the role of woman being weak, 
submissive, obedient, punishable and sexually available, sometimes portrayed as 
nude and in most cases, subordinate and inferior to the male in society. These 
princesses serve as the ‘reward’ to the princes’ pursuit, and that seems to be their 
desire as well. Lieberman (1972) pointedly discusses this in her article, “Someday my 
prince will come”. The critique of the fairy tale which raised questions regarding their 
sexist content and nature by other feminist writers such as Rowe (1975) and Stone 
(1979) followed, which seemed to arise from a burst of ‘feministic’ writings culminating 
in the 1970s. After Lieberman (1972), Rowe (1975) and Stone (1979), other feminist 
fairy tale authors (such as Jack Zipes) (1988:164), argued as to how valid these stories 
are in post-structuralist contemporary society where both genders are more likely to 
be placed on an equal footing. “Soliloquy” links itself directly to these feminist critiques, 
allowing me to re-vision the story of “Sleeping Beauty” in a personal manner and in 
turn, question the alleged sexist ideologies and negative gender norms which are 
claimed by feminist fairy tale authors to be imbedded within these texts and images 
throughout history. 
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2. A theoretical platform to work from: agency 
A theory of agency provides a useful structure to understand why Sleeping Beauty’s 
passivity is problematic and as such, humanist thought within the 15 – 17th century and 
post-structuralism thought within the 20th century will be broadly defined and parralled 
in this chapter for the sake of contextualising the ideologies that constructed the verbal 
and visual “Sleeping Beauty” texts.
  
Humanism as a movement reached its zenith in the 1500s which led to it becoming the 
basis of high end education for middle- and upper-class men in most of Western 
Europe (Weisner, 2000:131). On the other hand, post-structuralism is a late twentieth 
century development that critiques and addresses many theories in humanist thought 
of which this research focuses on agency. In particular feminist post-structuralist theory 
seeks to rectify the oppression of women by patriarchy (Weedon, 1987:3). In contrast 
to theories on agency that are informed by a feminist post-structuralist perspective, a 
humanist model connects terms such as “will, freedom, autonomy, rationality and 
moral authority” to agency (Davies, 1991:42, 43). Accordingly, agency is what sane 
male adults ‘have’ and whereby such individuals are able to make choices based on 
rational thought (ibid.). Within the development of humanism, reason became the 
informal quality a man could ‘possess’ (Weisner, 2000:249). In post-structuralist 
theory, ‘self’ and ‘agency’ are important interlinking key words: self or 
‘subject/subjectivity’ is ‘who one is’, and agency is ‘action’ – noted by verbs such as 
“resist, subvert and change” (ibid.). A post-structuralist understanding of agency and 
self differs from a humanistic one concerning the definition of who is considered 
agentic, and the reasons therefore. Further, humanism posits agency as fixed, while 
post-structuralism defines it as discursive, as in not fixed/in flux (Weedon, 1987:32). 
Further, agentic individuals are thus able to evaluate and position themselves in 
relation to the various discourses in which they are situated (Davies, 1991:52). A post-
structuralism theory of agency is valuable for my re-vision of Sleeping Beauty as it 
allows my Sleeping Beauty to be agentic while asleep which is contrary to a humanistic 
understanding of agency. In other words, a discursive sense of agency would allow 
Sleeping Beauty to be seen as agentic in her dreams because she embarks upon a 
rite of passage, despite the fact that she is actually physically dormant while under the 
curse. It is only when she awakes and decides to reject the prince that she is agentic 
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in reality as well. 
Weedon (1987:32) defines ‘subject/subjectivity’ as “the conscious and unconscious 
thoughts and emotions of the individual, her sense of herself and her ways of 
understanding her relation to the world” which is applicable to myself as Sleeping 
Beauty. Weedon (ibid.) states that the term ‘subject/subjectivity’ is paramount to post-
structuralist theory because it defines the biggest difference between itself and 
humanism. Post-structuralist theory claims that the ‘decentered subject’, as opposed 
to an ‘essential subject’, opens itself up to change because the individual is a product 
of its culture, which means that a sense of subjectivity changes with social and 
historical shifts (ibid. 33). This is important to note in my re-vision because I have 
purposefully decided to re-vision Sleeping Beauty’s sense of agency in a manner that 
would be realistic and relatable for her era and for my era as well. The reason for this 
is that in re-visions where female fairy tale characters have been fractured by the 
swopping of traditional gender roles to the exclusion of positive traditional ‘feminine’ 
characteristics, the lead character can then not be related to – and I seek to avoid this 
(Kuykendal, 2007:40).  
Feminist post-structuralist theory, according to Weedon (ibid.), claims that the 
individual is constantly changing and “always... in conflicting forms of subjectivity” 
because language and experience give meaning to ways of thinking that position and 
structure our sense of self. Experience in itself “has no inherent meaning” except 
through language, which is historically and socially specific. However, experience also 
means nothing unless individuals act upon the values it proposes. Thus, the “individual 
is the site... for a range of possible forms of subjectivity”, which is the meaning of 
“discursive” (ibid. 34). Subjectivity and agency are intrinsically linked, as the socio-
historical discourse that situates one and affects one’s understanding, which in turn 
informs one’s actions. In other words, because women were not seen as agentic in 
Sleeping Beauty’s era it would be very difficult to apply my era’s sense of agency upon 
her in order to re-vision the story in a ‘realistic’ manner. Therefore, to provide Sleeping 
Beauty with a sense of agency that would not be unrealistic for her time and relatable 
for my time, I have provided Sleeping Beauty with a place for her to display traditional 
‘masculine’ characteristics such as decision-making, adventure and physical 
challenges that would be appropriate for her era. This place would be in her dreams. 
When she awakes after a hundred years, because her parents have passed away and 
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thus she is the rightful and only heir, it would be within in her right to choose her own 
husband, or refuse a male suitor and rule the kingdom alone. This is seen in history 
when Queen Elizabeth I refused to marry and ruled Britain alone as Henry VIII’s sole 
heir. As such, what has occurred to Sleeping Beauty in her dreams has influenced her 
reception of the prince once she has awoken. 
I have used Weedon (1987) and Davies’s (1991) interpretation of a feminist post-
structuralist theory of agency because is it conducive to my re-vision as it understands 
agency as being informed by social and historical events which directly influences a 
person’s subjectivity. Feminist post-structuralism also understands agency to be 
discursive, which allows a person’s sense of agency to shift within one’s subjectivity 
because of the social and historical context one lives in; because of the allowance of 
conflicting forms of subjectivity, Sleeping Beauty can be agentic in her dreams and not 
so in reality. 
Fairy tale theorists such as Kuykendal and Sturm (2007), Parsons (2004), Crew (2002) 
and Zipes (1986), have noted that humanistically imbued fairy tale heroines of older, 
traditional westernised texts are characterised by a lack of agency. An overview of 
such an older text, Perrault’s version of “Sleeping Beauty”, creates a context for the re-
visioned texts in the form of images discussed in chapter four.
3. The lack of agency in older texts of “Sleeping Beauty”
This section aims to demonstrate and prove that fairy tales in seventeenth century 
France were meant to reflect a particular type of reality that was promoted by the 
dominant ideology of patriarchy. Hélène Cixous (1986:66) makes this quite clear: 
Once upon a time... once... and once again 
Beauties slept in their woods waiting for princes to come and wake them up. In their beds, in 
their glass coffins, in their childhood forests like dead women. Beautiful but passive; hence 
desirable: all mystery emanates from them. She sleeps; she is intact, eternal, absolutely 
powerless. He has no doubt that she has been waiting for him forever. 
As noted in the above quote by Cixous, these fairy tale heroines’ purpose seem to be
the waiting for their princes to arrive, a matter which they have no control over, with 
“Sleeping Beauty” being a case in point. As noted, Perrault’s version is used in this 
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study because it is an apt example of the patriarchal idealisation of passive femininity. 
This patriarchal idealisation is illustrated in Perrault’s story by Sleeping Beauty’s lack 
of agency due to her being acted upon by the other characters. Examples of lack of 
agency within the fairy tale will be given for the sake of justification, as well as a brief 
overview of the story to provide future context. As a baby, Sleeping Beauty is cursed 
by an evil fairy to sleep for one hundred years after being pricked by a spindle. After 
she awakes, she marries the prince who was in her room when she awoke. He 
occasionally visits her for two years until the death of his father, whereupon he takes 
her and their two children to his castle. After a time the prince leaves to fight in a war 
and places Sleeping Beauty and their children in the woods so that his mother (an 
ogress) will not eat them while he is away. Nonetheless, the ogress tries to eat them; 
however, a kitchen clerk secretly subverts her plans. The ogress later finds out about 
his trickery and orders all involved to be thrown into a vat of snakes, vipers and toads. 
The prince arrives home as they are about to be thrown in, and upon seeing him, the 
ogress is so shocked that she throws herself in and dies. The story ends by proclaiming 
that the prince is only sad briefly as he is soon comforted by his wife and children. 
Marriage is one of the key elements in the narrative that has been twisted to take away 
agency from the heroine. 
As noted by Lieberman (1986:189, 191), marriage is Sleeping Beauty’s reward for 
possessing a number of ‘ideal’ feminine traits. Firstly, she is beautiful – her name is 
determined by her looks. Secondly, she is submissive, she does not contradict or 
complain to the prince about being left alone with the children on and off for two years. 
As Gibson (1989:59) states, “the ideal wife would have no wishes or desires separate 
from those of her husband”. Thirdly, she endures suffering as she lives with a 
cannibalistic mother-in-law, and is separated from her children for a time under the 
belief that they had been eaten. Lastly, she is self-sacrificial; Hannon (2001:939) 
describes this as “morbid passivity”, as she willingly offers herself to the kitchen clerk 
as a meal for her mother-in-law (Parsons, 2004:137). Within the story, she is acted 
upon, rather than being active. For example: the curse is placed upon her through no 
wrong deed of her own; she is left alone at times by the prince in her castle for no 
logical reason as the prince was afraid of his mother eating the children, but when his 
father dies this reason falls away; she offers the kitchen clerk the choice of killing her; 
and she does nothing to prevent being thrown into a vat of snakes, vipers and toads. 
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The research argues that she lacks agency in the sense of being ‘voiceless’. She has 
no real name, no distinguishing characteristics of her own besides beauty, no noted 
talents or feelings and thus no identity. Furthermore, she does not seem to accomplish 
anything on her own merit based on intellect, cunning or action, but, as noted, is 
instead acted upon. According to Zipes (2006:41) this is normal in fairy tales as beauty 
is seen as a mark of femininity, while intelligence is a mark of masculinity. 
These behaviours done to and by Sleeping Beauty were not just fanciful but were 
meant to project an ideal example of ‘feminine’ and ‘masculine’ traits for boys and girls
to emulate in real life. Zipes (2006:32) writes that Charles Perrault wrote his tales with 
the intent to “improve the minds and manners of young people” – and took this quite 
seriously. The playful nature and short prose of the stories are not meant to indicate a 
frivolous meaning, but are strategies by which the lesson of the story might “penetrate 
the mind more pleasantly” (ibid.). Childhood was viewed as a crucial time for learning 
social codes, and literature was a means by which seventeenth century French values 
could be acculturated (ibid. 31). This acculturation, or “civilising process”, explained 
through entertaining narrative techniques, notes the values, social norms and roles 
that adults believed children should undertake in later life (ibid. 30, 36). In addition, a 
traditional fairy tale’s typical narrative conclusion was marriage, as this reflected the 
social norm for men and women, which concluded adolescence (Gibson, 1989:58). A 
man’s social role within marriage was to provide for, and look after, his wife and 
children and a woman’s social role was to be a wife and a mother (Gibson, 1989:2). 
Children were seen as the raison d’être of marriage, as boys could carry on the lineage 
of the father’s name and inheritance (Gibson, 1989:2). For women, it was especially 
important to marry because they needed to be entrusted to male care. When “Sleeping 
Beauty” was written, women in seventeenth century France were considered, 
according to Roman Law and by tradition, as physically, emotionally and mentally 
weaker than men and were thus entrusted to the care of their fathers and then their 
husbands. Therefore marriage was extremely important for women’s social 
acceptance into society (Gibson, 1989:41). Even unmarried women and widows were 
supposed to have some sort of male guardianship, be it a tutor or family member 
(Weisner, 2000:32). Women who did not marry were viewed suspiciously, as 
unmarried women were thought of as ‘unnatural’ because procreation (within marriage) 
was seen as ‘natural’ (Weisner, 2000:58, 62). Female heroines entrusted to male care 
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traditional fairy tale’s typical narrative conclusion was marriage, as this reflected the 
social norm for men and women, which concluded adolescence (Gibson, 1989:58). A 
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Beauty” was written, women in seventeenth century France were considered, 
according to Roman Law and by tradition, as physically, emotionally and mentally 
weaker than men and were thus entrusted to the care of their fathers and then their 
husbands. Therefore marriage was extremely important for women’s social 
acceptance into society (Gibson, 1989:41). Even unmarried women and widows were 
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unmarried women were thought of as ‘unnatural’ because procreation (within marriage) 
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23
within fairy tales are Perrault’s “Cinderella”, “Blue Beard” and “Sleeping Beauty” (Zipes, 
2006:42). This stands in contrast to contemporary beliefs and Sleeping Beauty in 
“Soliloquy” aims to re-vision the need for females to be entrusted to male care by her 
decision to reject the prince upon awakening and rule the kingdom by herself until such 
time as she meets someone who no longer subscribes to patriarchal values. 
Lack of agency is evident as Sleeping Beauty is always acted upon, rather than being 
active herself – except as offering herself as a sacrifice. This was to purposefully teach 
girls the gender norms of women in seventeenth century France in an entertaining 
manner. The norm was marriage so that women could procreate and be placed under 
male guardianship. This is noted in Sleeping Beauty when the prince leaves, the family 
is separated and the children thought to be eaten but when he returns, the family is 
reunited and the cause of the problem dies. Self-sacrifice and enforced male 
guardianship are indications of the “Sleeping Beauty” text being imbued with 
patriarchal ideologies which will be examined in further detail to stress the negative 
implications of succumbing to such ideologies, and ground the feminist post-
structuralist argument. 
4. Reading “Sleeping Beauty” as a patriarchal text
In order to understand the significance of the re-visioned texts13 of “Sleeping Beauty” 
and how it has had an impact on my studio work, it is important to look at “Sleeping 
Beauty” as an example of patriarchal discourse. “Sleeping Beauty’s” popularity 
ensures that most educated people in western culture will be familiar with her curse, 
and the spindle. Due to a familiarity with the text, Stephens (1992:10) notes that the
‘implied’ (or intended) reader becomes passively receptive to the ideologies written 
within the text. Traditional fairy tales strive to be pedagogical, teaching specific cultural 
norms, values and morals in a specific manner that are familiar (ibid. 3). However, 
because of this familiarity, the ideological assumptions about gender have become 
naturalised. When such naturalised gender stereotypes are taken away, reversed or 
changed, problems with the familiar become apparent which would be noted by the 
                                           
13 In this research I understand ‘text’ to mean both verbal and visual texts, likewise, where the recipient 
of the text is discussed, either “reader” or “viewer” will be used appropriately. 
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viewer of “Soliloquy”.
One of the contrasts that the viewer would see in “Soliloquy” is that agency which 
traditionally would be associated as a male quality, is also made available to the female 
character, Sleeping Beauty. In a comparison of humanist and feminist post-structuralist 
theories of agency, Davies (1991:43, 44) finds that a humanistic model reflects 
patriarchal discourse because it encourages gender stereotypes, and valorises 
rationality (a typical ‘masculine’ characteristic) over emotion (a typical ‘feminine’ 
characteristic) which my Sleeping Beauty seeks to challenge by being both emotional 
and rational. From a humanist perspective, men are seen as having more agency than 
women, because emotion and irrationality, characteristics associated with woman, are 
believed to undermine rationality and therefore agency (Davies, 1991:42). Thus, 
according to humanism, being rational and having agency are seen “as the exception, 
rather than the rule” for women (Davies, 1991:42). Weedon (1987:4) states that 
assigned female characteristics, such as irrationality, bring about negative gender 
stereotypes which limit women’s agency and potential. These gender differences 
ascribed by humanistic theories position men and women against one another, instead 
of encouraging mutual co-operation of gender strengths and weaknesses. In 
“Soliloquy” Sleeping Beauty challenges this by displaying traditional male 
characteristics such as action, adventure, decision-making and engages with physical 
challenges, in the rite of passage she goes on while noting her feelings throughout the 
journey.
Perrault’s “Sleeping Beauty” is an example of such an older text that displays a 
humanist mentality by ascribing negative gender stereotypes and therefore makes a 
good text to re-vision, and an analysis of such an older text creates a context for the 
re-visioned texts in the form of images discussed in chapter three. I have chosen 
Perrault’s version of “Sleeping Beauty” (1697), even though the version of the Brothers 
Grimm that was used in the Disney film adaptation is the most familiar adaptation of 
this fairy tale (Stone, 1975:44). The Disney film adaptation appears to take much from 
the Brothers Grimm version, such as the name ‘Briar Rose’, the kiss, and the wedding-
as-ending. The most notable difference though between these two versions is that in 
Perrault’s fairy tale, Sleeping Beauty does not receive a kiss that wakes her from the 
curse. Rather, she wakes up because a hundred years are over and the prince is 
standing in the doorway as she awakes. This was an important factor when considering 
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my re-visioning because the fact that the prince’s kiss does not actually awaken 
Sleeping Beauty removes a lot of his mythical power as apparent ‘saviour’. Perrault’s 
version is also used because the opportunity for re-visioning patriarchal ideologies is 
greater than documented by the Brothers Grimm version. The differences between 
these versions that contextualise the choice of the Perrault version, and the re-
visioning which will be discussed further in chapter five, are discussed below. 
I am of the opinion that the Brothers Grimm and Perrault versions, although notably 
different at times, share a similar characterisation of Sleeping Beauty as passive: she 
seems to have no control over the course of her life; makes no choices or decisions of 
her own; displays no individuality; and allows others to act upon her. The depiction of 
Sleeping Beauty as being passive by both these versions seems to indicate a trend, 
but how and why Sleeping Beauty was portrayed in this manner needs to be further 
investigated. 
5. Examples of historical imagery of Sleeping Beauty in older texts: 
Examining the historical imagery of Sleeping Beauty is important to provide context for 
the re-visionist strategies discussed in chapter three, and the studio work “Soliloquy” 
in chapter five. But firstly a discussion informing the representation of these historical 
images will enlighten the research further. Fuelling second wave feminists such as 
Lieberman (1972), Rowe (1979), and Stone’s (1975) debates regarding the sexist 
nature of fairy tales in general, the following examples offer grounding for a critical 
feminist interpretation of “Sleeping Beauty” throughout history. Regarding the female 
form, nudity, eroticism and lustfulness has become a pressing issue offering grounds 
for these feminists to launch an argument regarding the insubordinate nature of woman 
throughout fairy tales. Stephens (1992:162) writes that “as all texts carry within them 
attitudes and ideologies, so also do pictures”, therefore the passivity in “Sleeping 
Beauty” is not only evident in literature, but also in visual depictions of her. This is noted 
in order to ground the theory of this chapter, and contextualise my interpretation of 
“Sleeping Beauty” who will aim to break away from the passive and sexually available 
depiction of her that is common in verbal and visual texts.   
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Patriarchal attitudes and ideologies are present in visual depictions of “Sleeping 
Beauty”, as Zipes (1988:160) notes that the constructed, narrow beauty ideal in fairy 
tales, which expresses the typical goal of every prince (or by extension, every man), is 
to marry a “beautiful, long-haired young woman, with a fair complexion”. In fairy tales, 
typical princesses are young and beautiful. Furthermore, what defines beauty is long 
hair, a slender figure and a fair complexion, which is almost always how princesses 
are rendered in picture books (Nodelman, 1988:112). Fair skin meant noble birth, as 
the woman did not have to work in the elements for provision, and “long flowing hair 
was the mark of someone who was sexually available, either as a virgin or a prostitute” 
(Weisner, 2000:179). Sexual availability reinforces the ideal of woman as an eroticised 
object. This can be seen in “Sleeping Beauty” where beauty was one of the gifts given 
to her by the fairies (Perrault, 1922:50), and likely her most prominent gift as it makes 
up half of her name. 
Fox (1977:816) views the feminine beauty ideal as a form of social control; one that 
renders women under the control of a hegemonic masculinity and robs them of their 
individuality and sense of agency. Nodelman (1988:112) remarks that picture books 
are often the culprits in instilling a specific cultural beauty as the text often notes a 
princess as being beautiful, with the accompanying picture then defining beautiful as 
being “slender, blonde, small [nosed] and large [eyed]”. As the feminine beauty ideal 
and thus depictions of women in fairy tales, robs women of their agency, I want my 
Sleeping Beauty to diverge from this, yet still maintain some traditionally ‘feminine’ 
traits. A combination of traditional and non-traditional traits thus aims to avoid fracturing 
in a visual sense. 
Zipes (1988:158) writes that the production of the fairy tale book, and later on its 
accompanying illustrations, were an exclusively male affair in the beginning –
publishers, commissioners of illustrators, and illustrators were all men. Therefore, as 
Zipes (1988:158) notes, “illustration and production were established and designed in
accordance with male fantasies... of a patriarchal culture”. Male fantasies manifest 
themselves in male dominant ideologies where the male takes pleasure in women and 
their function becomes the “erotic object” (Devereaux, 1992:337). As Davies (1992:63) 
states, “the opposite of subject is object, that is, someone who is deprived of agency 
and who is subjected to the agentic acts of others”. Objectifying the woman renders 
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loss of agency, which renders the woman passive, as she is being gazed at by the 
male (Devereaux, 1992:343). This active and passive binary relationship relates to 
fairy tales, where the hero is considered active as he pursues the princess who 
passively awaits his arrival, whereupon the narrative closes in the climax of marriage. 
According to Hannon (2001:937, 938), Sleeping Beauty is a “[s]ymbol of sensuality, 
the heroine comes into existence only insofar as she is fashioned through the prism of 
the hero’s rational perspective” and is “for pleasurable viewing”. My Sleeping Beauty 
seeks to avoid objectification through a sexual gaze by existing as her own person 
outside of patriarchal values which occur in her dreams. However, it is important to first 
establish a context of how Sleeping Beauty has been portrayed visually in order to 
understand my visual re-visioning of Sleeping Beauty. This will be achieved through 
an analysis of the illustrations of Harry Clarke (1889-1931) and Henry M. Rheam 
(1859-1920). 
5.1 Harry Clarke and Henry Maynell Rheam 
Figure 2.1: Harry Clarke. “Sleeping Beauty.” 
1922. Pen and black ink wash.
Figure 2.2: Harry Clarke. “Sleeping Beauty.” 
1922. Pen, watercolour and gouache.
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Figure 2.3: Henry Meynell Rheam. “Sleeping Beauty.” 1899. Watercolour. 94, 6 x 141 cm.
In Figure 2.1 by Clarke, Sleeping Beauty is posed reclining, bare-chested, staring at 
the viewer, offering herself up as the erotic object upon which we may gaze. In Figure 
2.2 also by Clarke, Sleeping Beauty is posed in a similar position but this time the 
prince’s eyes are gazing upon her mimicking the viewer. These images by Clarke 
mimic the patriarchal ideology behind ‘the nude’ in European oil paintings of the 1800s. 
John Berger (2008:64) explains that the women, or model, were painted as these 
nudes in order to take on ‘an exhibitionist’ role by allowing the (male) viewer perusal 
of their naked bodies and enticement through their sexual availability. The fact that 
Clarke mimics the exhibitionist role of the nude in his portrayal of Sleeping Beauty 
shows a continuation of patriarchal ideology a century later. This is not how I want 
Sleeping Beauty to be portrayed. My Sleeping Beauty will not be nude, reclining, or 
staring enticingly at the viewer because I do not want her be represented as an erotic 
object for male viewing pleasure, because then her individuality and sense of agency 
will be undermined.  
Rheam’s Sleeping Beauty in Figure 2.3 does not look upon the prince who is behind 
her staring down, nor does she look at the viewer, rather her eyes are closed and her 
head is turned away from the prince. Even though this Sleeping Beauty does not 
interact with the viewer via a gaze, the combination of her limp, reclining body and the 
prince standing over her speaks of passivity and sexual availability, thus, 
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demonstrating that the male gaze is not the only factor to consider when examining 
representations of women who are rendered as ‘objects’. Fox (1977:805) calls such 
descriptions of a fairy tale heroine an indication of “normative restriction”, which is a 
form of social control whereby the correct social behaviour of women is typified as “the 
good girl”, or “nice girl”. Furthermore, this characterisation embodies terms like “chaste, 
gentle, kind, clean and noncontroversial” (Fox, 1977:805). Rheam’s Sleeping Beauty 
is clean and well-kept, her hair is orderly and her reclining pose, and lower position 
than the prince suggests gentleness, passivity and his power over her, as he is about 
to wake her up. The underlying reason for this embodiment is sexual, either suggestive 
of sexual purity until marriage or of sexual roles in marriage (Fox, 1977:810, 815). 
Weisner (1993:34) writes that patriarchy bestows honour upon men who commit acts 
of bravery, loyalty and honesty, while women are considered honourable if chaste until 
married. Hannon (2001:937, 938) notes that Sleeping Beauty represents this 
patriarchal “ideal of female chastity... embodying a contained sensuality”.  
Following stereotypical beauty ideals in fairy tales, Clarke’s illustrated Sleeping Beauty 
has a fair skin – following the instruction of Perrault’s text (1922:50) – and her hair, 
although not long, is a typical seventeenth-century noblewoman’s wig that recalls the 
artistic style of the time. In the seventeenth and eighteenth century, such a wig was a 
symbol of femininity, much as long flowing hair is a symbol of femininity today. Rheam’s 
Sleeping Beauty also depicts the long flowing hair and fair skin so typical of idealised 
beauty. I aim to avoid these stereotypical beauty ideals to a point, as I naturally am fair 
and blonde but I strive to transform that through a modern hairstyle.
In the three selected illustrations there are two types of embodiment shown: the 
eroticised female for male viewing pleasure in Figures 2.1 and 2.2 by Clarke; and the 
passive virgin, also seen in Figure 2.3 by Rheam. These images contain patriarchal 
ideologies which I do not want my Sleeping Beauty to be passive or sexually enticing 
because I want the viewer to see Sleeping Beauty for her values and characteristics 
and not her sexuality as this belongs to an outmoded representation of women which 
I have critiqued through feminism. 
As Clarke and Rheam have portrayed Sleeping Beauty in a patriarchal manner, so has 
photographer Annie Leibovitz. In the following section I aim to ground the issue that 
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patriarchal stereotypes have persisted in contemporary culture. Now they are no longer 
limited to paintings and illustrations but with the aid of technology have pervaded into 
photography, movies and advertising. 
6. Continuity of patriarchal ideologies in contemporary texts 
A traditional, idealised perspective of women as delineated in patriarchal discourse 
has not deviated and persists today, as noted by Zipes (1988:150): 
Take Sleeping Beauty. Her story is frozen. It appears to have always been there, and with each 
rising sun, she, too, will always be there, flat on her back, with a prince hovering over her, kissing 
her or about to kiss her. 
Zipes (1988:159) finds it interesting to note how the “ideological mythic message” has 
not really changed from the nineteenth century to the present day. Eisenhauer 
(2006:166) concurs and explains that we need to explore what the normative 
constructions are, and what alternatives are available for understanding the 
relationship between subjects and visual culture. In addition, Eisenhauer (ibid. 155, 
158) notes that the visual culture of today consists of more than just book illustrations, 
but has expanded into television programs, computer games, internet sites and 
advertisements which continually bombard the viewer with ‘conduit metaphors’. 
Conduit metaphors are most commonly found in advertisements and aim to send the 
viewer a message. These metaphors represent a “humanist construction of the self”, 
which regards the subject as uniform, coherent, and an autonomous self, outside of 
culture, while, as noted, post-structuralist theories understand the self as culturally 
produced and influenced by culture (ibid. 157, 160). These representations of women 
in advertising are stereotypes because they ‘bombard’ the subject with fixed 
representations of woman as defined by her sex roles such as femme fatale, mother, 
wife, and are thus well known in western culture (Eisenhauer, 2006:157). 
Representations of women in fine art and visual culture also share the same humanistic 
ideology represented through a conduit metaphor. As noted, most children are 
unskilled in critical reading and Eisenhauer (2006:159) believes that young and 
adolescent girls are more vulnerable than older women to the bombardment of conduit 
metaphors, and are therefore especially targeted by advertisers. For example, this lack 
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of critical reading can be seen in the Disney ‘princess franchise’, whose target market 
is girls, promotes the princesses Snow White, Cinderella and Sleeping Beauty, which 
as noted, are particularly passive but yet the franchise is very successful. Additionally, 
as noted, a humanist discourse is informed by a patriarchal mind-set, therefore this 
research argues that a pervasive patriarchal ideology is not only evident in verbal texts, 
namely language, but also evident in visual images, namely representations. Images 
include those from a fine art discipline and images from visual culture as Eisenhauer 
(2006:155) feels there is a binary relationship between them, which creates a good 
space for post-disciplinary investigation. An example of a contemporary visual artwork 
that imbues traditional patriarchal ideologies is noted in the photographic work of Annie 
Leibovitz’s “Sleeping Beauty” (Figure 2.4).
6.1 Annie Leibovitz 
Figure 2.4: Annie Leibovitz. “Sleeping Beauty.” 2009. Digital photograph.
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Figure 2.5, 2.6, 2.7.
Figure 2.4 is a photograph by Annie Leibovitz of Hollywood movie stars Zac Efron and 
Vanessa Hudgens as Sleeping Beauty and the prince (de le Rochere, 2010:131). They 
are posed to encapsulate the iconic moment of the prince meeting Sleeping Beauty for 
the first time, as he is about to give her a kiss. This image falls under the series title 
“Where dreams come true” or “Disney Dream Portrait Series” commissioned by Disney 
to continue the celebration of the Disney Parks fiftieth anniversary (Goldsmith, 2006:5). 
In 2009 Disney commissioned Leibovitz to use celebrities to re-create this fairy tale 
and others in order to promote Disney’s romantic ideals that are meant to “transport 
guests from the ordinary to the extraordinary”, and thus entice consumers to visit the 
parks (Duff, 2013). Hudgens personifies Fox’s (1977) ‘nice girl’ image as she is 
contained within the image, resting gracefully underneath the prince who is leaning 
over and kissing her gently on her cheek. Moreover, she has a demure expression on 
her face, with her eyes averted from the viewer, staring into the distance. The roses 
surrounding her reflect the Brothers Grimm’s “Briar Rose” and the pastel pink colour 
lends a traditionally soft and feminine look. Leibovitz’ image echoes the frozen 
embodiment of the “Sleeping Beauty” fairy tale as it is almost a mirror image of 
Rheam’s “Sleeping Beauty”, thus reinforcing the traditional patriarchal idealisation that 
Disney favours, which stems from the original fairy tale in 1697 through to the twenty-
first century.  
De le Rochere (2010:131) remarks that the Leibovitz image of Sleeping Beauty, and 
thus all the images in the “Disney Dream Portrait Series”, “[testifies] to the on-going
appeal and global dimension of one of the most powerful myths”. Zipes (1988:160) 
affirms that Disney has helped forge and reinforce the myth-like quality of fairy tales 
through its widespread mass marketing. However, it “is intended to confirm not the 
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In 2009 Disney commissioned Leibovitz to use celebrities to re-create this fairy tale 
and others in order to promote Disney’s romantic ideals that are meant to “transport 
guests from the ordinary to the extraordinary”, and thus entice consumers to visit the 
parks (Duff, 2013). Hudgens personifies Fox’s (1977) ‘nice girl’ image as she is 
contained within the image, resting gracefully underneath the prince who is leaning 
over and kissing her gently on her cheek. Moreover, she has a demure expression on 
her face, with her eyes averted from the viewer, staring into the distance. The roses 
surrounding her reflect the Brothers Grimm’s “Briar Rose” and the pastel pink colour 
lends a traditionally soft and feminine look. Leibovitz’ image echoes the frozen 
embodiment of the “Sleeping Beauty” fairy tale as it is almost a mirror image of 
Rheam’s “Sleeping Beauty”, thus reinforcing the traditional patriarchal idealisation that 
Disney favours, which stems from the original fairy tale in 1697 through to the twenty-
first century.  
De le Rochere (2010:131) remarks that the Leibovitz image of Sleeping Beauty, and 
thus all the images in the “Disney Dream Portrait Series”, “[testifies] to the on-going
appeal and global dimension of one of the most powerful myths”. Zipes (1988:160) 
affirms that Disney has helped forge and reinforce the myth-like quality of fairy tales 
through its widespread mass marketing. However, it “is intended to confirm not the 
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make-believe [as it makes out], but what we believe to be true and natural”, which is 
the dominant discourse of our fairy tale canon – patriarchy (Zipes, 1988:160). 
According to Zipes (2006:194), Disney’s fairy tales depict patriarchal ideals, and has 
been successful in perpetuating them. The idealised beauty norm of Sleeping Beauty 
as a young, beautiful, innocent-looking girl, with long hair, pale skin and antiquated 
dress is reproduced in Leibovitz’ photograph. It is important to note that Vanessa 
Hudgens is regularly photographed by the paparazzi and looks paler in Figure 2.4 than 
in other Internet-sourced images (refer to Figures 2.5 – 2.7). This suggests that her 
skin in the photograph was purposely lightened to fit our, and Disney’s, westernised 
ideal of what a fairy tale princess should look like. Furthermore, Hudgens’ hair is black 
and not the typical blonde colour, but Hudgens’ personification of the ‘America’s sweet 
heart’ ideal, arguably outweighs the fact that her hair is not blonde. If her hair was dyed 
blond, she may not be recognised as Vanessa Hudgens and it would be glaringly fake 
to anyone who is versed in western popular culture, and thus defeat the point of casting 
her as Sleeping Beauty in this image. For as Zipes (2006:205, 207, 209) notes, Walt 
Disney continuously used male and female stereotypes, depicting his princesses as 
“pale, pathetic, and helpless” young virgins within scenes that centre around “salvation 
through the male hero”.
As noted, Sleeping Beauty’s passivity is not only conveyed in literature but in fine art 
works such as those by Rheam and Clarke. This pervasive ideology has replicated 
itself in television, advertising, and computer games through conduit metaphors that 
bombard the viewer with stereotyped images of woman, as can be seen in the selected 
example of Leibovitz’s “Disney Dream Portrait Series”.
7. Summary: A persistence in ideology
Listed above are compelling examples of a lack of agency exhibited within the verbal 
and visual texts associated with “Sleeping Beauty”. As discussed, Perrault’s “Sleeping 
Beauty” is used as a paragon of patriarchal discourse within traditional western fairy 
tales, and is preferred above the Brothers Grimm’s “Briar Rose” as an example of 
extreme passivity as the heroine displays no sense of agency. Instead, Sleeping 
Beauty demonstrates exaggerated forms of typical western heroine characterisation 
through her suffering, subservience and self-sacrifice. The stereotyped representation 
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of the feminine beauty ideal in Sleeping Beauty is often of the erotic female, which is 
clean, contained, youthful and sexually available for male viewing pleasure and can be 
dated back to the early nineteenth century in paintings and illustrations, through to the 
twenty-first century in movies and photographs. The sexual stereotype of the feminine 
beauty ideal in both verbal and visual examples of “Sleeping Beauty” share a common 
denominator which is patriarchy, that can be traced all the way back to a humanist 
ideology in the 1500s. This indicates patriarchy’s pervasive and persistent nature 
which I strive to address in my visual representation of Sleeping Beauty in “Soliloquy” 
by avoiding the negative gender stereotypes mentioned in this chapter so that I can 
create a character who is agentic and individual in a relatable and realistic way. 
In the following chapter contemporary artists and a writer are discussed who, drawing 
on the insights of theorists that argue identity is culturally constructed, have challenged 
these stereotypes and patriarchal ideals in their re-visions of patriarchal texts. 
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CHAPTER THREE: DRAWING INSPIRATION FROM RE-VISIONIST STRATEGIES 
IN CONTEMPORARY WORK: NAPOLI (2007), SIBANDE (2010), MARASELA 
(1999) AND WOODMAN (1975-78)
1. Introduction 
In chapter two of this dissertation, the lack of agency of Sleeping Beauty’s character 
was examined through selective verbal and visual texts throughout history. 
Furthermore, it aimed at offering a wider overview of feminist strategies regarding the 
re-vision of fairy tales in images and text. While numerous characteristics of this re-
vionist approach have been discussed in detail, I have chosen to focus on various 
strategies that directly pertain, describe and inspire my re-visioning of “Sleeping 
Beauty” in the series of works titled “Soliloquy”. It is therefore important to investigate 
and draw inspiration from various artists who have addressed similar feminist issues 
in their contemporary re-visions of traditional texts. I draw on the works of Donna Jo 
Napoli (2007), Mary Sibande (2010), Sensenzi Marasela (1999) and Francesca 
Woodman (1975-78) in order to ground and motivate my re-working of similar subject 
matter. The reason for doing so is because these artists address issues which are 
similar to the character of Sleeping Beauty in my re-visionist adaptation titled 
“Soliloquy” that is discussed in chapter five. 
2. A strategy for critiquing patriarchal ideology
Mary Devereaux (1990:346) provides a feminist solution for readers and authors 
seeking freedom from an archaic form of fairy tale escapism found in the western 
canon. Devereaux writes: 
The second feminist strategy [of creating new artistic traditions] consists in developing methods 
of dealing with existing texts. This strategy is variously described as re-reading, as reading 
against the grain, or a re-vision. These strategies have in common the aim of critique and 
reappropriation.
Devereaux’s quote above suggests what feminists should do with existing problematic 
texts, which is to engage with them critically through re-visioning. I have done this in 
“Soliloquy” by taking the existing fairy tale “Sleeping Beauty” which I feel is imbued 
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with patriarchal ideologies, that feminists find problematic, and through specific re-
visionist strategies have critiqued these ideologies. The reason for choosing strategies 
of a re-visionist nature is because the author and reader mimic “conventional social 
roles in the actual world” where the reader takes up a particular subject position 
initiated by the author (Stephens, 1992:54, 55).  A subject position ‘sets up’ the reader 
to either passively or actively engage with the text (ibid.).  An author who constructs a 
passive subject position, noted in traditional fairy tales, robs one of a sense of agency 
as patriarchal ideologies are largely unexplored, which leaves the reader vulnerable to 
them which is what “Soliloquy” seeks to avoid doing (ibid. 10). Alternatively an author 
who constructs an active subject position enables the reader to be less susceptible to 
ideologies that are inherent in verbal and visual texts which is what “Soliloquy” seeks 
to do (Crew, 2002:78). 
Re-visions also aim to initiate an active subject position through the creation of a new 
vision of an old text (Parsons, 2004:138). This creation process enhances a sense of 
agency for the author and engages critical reading for the reader (ibid.). Furthermore, 
such a re-visioning aims to share this vision with the reader for dialogic purposes which 
also furthers a sense of agency for both author and reader (ibid.). “Soliloquy” aims at
such a dialogic experience between the work and viewer by engaging in specific re-
visionist strategies. I have purposefully tried to construct “Soliloquy” in a manner that 
it leads the viewer to be actively engaged in the interpretation of the work. This chapter 
will investigate how re-visions seek to correct the passive interpretative state of 
traditional fairy tales by positioning the reader in a critically active interpretive state, in 
order for these strategies to be applied to the studio work “Soliloquy” as discussed in 
chapter five. 
2.1 Re-visioning: 
Before discussing the author Napoli (2007), and three visual artists Sibande (2010), 
Marasela (1999) and Woodman (1975-78), the act of re-visioning a text in a 
contemporary manner needs to be investigated. A re-visioning of a text falls under the 
literary strategy of intertextuality. Intertextuality, as defined by Stephens (1992:84), is 
a process by which meaning is produced “from the interrelationships between 
audience, text, other texts, and the socio-cultural determinations of significance.” 
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Intertextuality is thus when another ‘new story’ interacts with a pre-text (folktale, myth, 
historical moment, biblical story) (ibid.). An example of intertextuality is Dina 
Goldstein’s digital photographic series “Fallen princesses” (2009). The particular image 
discussed within the series is “Beauty” (2009) (Figure 3.1) which combines the 
contemporary setting of a retirement home and two archaically dressed figures in the 
foreground. The setting is familiar (pre-text) but the two figures are not (‘new story’) 
which creates a contrast that the viewer will note. As medieval garb is the stereotypical 
dress code of fairy tales as popularised by Disney movies; and the female figure is 
lying down, we recognise the pair as Sleeping Beauty and the prince. Sleeping Beauty 
and the prince is therefore the part of information that is intertextual because it does 
not belong to the main story line which is the retirement home. The combination of 
contemporary and archaic, and familiarity of the “Sleeping Beauty” fairy tale creates a 
parody. The parody is that the kiss that was supposed to awaken Sleeping Beauty 
failed, and so the prince is now old and waiting for Sleeping Beauty – a reversal of the 
original fairy tale. In order for intertextuality to occur, the reader needs to be familiar 
with the original discourse and have an “active participation in the decoding process”, 
which is why well-known older texts are commonly used (Nikolajeva, 2006:228). 
Without the knowledge of the “Sleeping Beauty” fairy tale, no parody would be apparent 
to the viewer. Intertextuality and re-visioning share the same goal in that they strive to 
“subvert what is perceived as a dominant discourse” and therefore “[encourage] critical 
reading” (Stephens, 1992:116, 117). “Soliloquy” makes use of intertextuality by using 
Charles Perrault’s fairy tale, “Sleeping Beauty”, as the pre-text from which to re-vision 
and form a new story which is “Soliloquy”. Re-visioning differs in its perspective from 
intertextuality, in that the term “re-vision” carries with it a feminist methodology. In this 
dissertation, a feminist perspective aims to counteract the negative gender stereotypes 
of patriarchal discourse that are persistent and pervasive in the westernised fairy tale 
canon. Likewise, in the studio work, “Soliloquy” aims to avoid incorporating negative 
patriarchal gender stereotypes such as passivity by re-visioning the narrative through 
a feminist perspective which seeks to enhance agency for the heroine Sleeping 
Beauty. Discussing how agency can be advanced via an active subject position is 
important to the concept of re-visioning and will provide context for “Soliloquy”.
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2.1.1 Active subject position 
Agency is very important in re-visioning a text or image. According to feminist theory, 
agency is recognised as occurring discursively within subjectivity when the individual 
resists, subverts and changes the discourse in which they are being constituted 
(Davies, 1991:52). Sleeping Beauty in “Soliloquy” does this by embarking and 
partaking in a rite of passage in her dreams that helps her to engage with a subject 
position alternate to her waking life. Furthermore, the individual needs to be constantly 
critically engaged in understanding their subjectivity otherwise negative ideologies can 
adversely affect a person’s sense of self. Thus, it is not only important to provide the 
heroine of the story with a sense of agency but the reader/viewer and author as well 
(Parsons, 2004:136). In order to foster a sense of agency for the reader/viewer and 
author, one has to be critically engaged in the interpretation of the verbal/visual text so 
that an active subject position is established (Devereaux, 2001:346). An active subject 
position is established when alternative subject positions are presented to the 
reader/viewer (Parsons, 2004:136). Additionally, as noted, an active subject position 
is better than a passive one as it allows for the subject to be less susceptible to 
problematic ideologies. Confidence is thus fostered because the subject’s awareness 
of their abilities and possibilities are widened which contributes to a sense of 
empowerment. However, as mentioned, re-visions that have attempted to challenge 
traditional beliefs have sometimes reversed ascribed gender roles and in so doing 
have fractured feministic ideals (Parsons, 2004:141). “Soliloquy” seeks to attempt to 
provide an alternative subject position which is active as opposed to passive, while 
avoiding fracturing. It is important to briefly note what a fractured re-vision is, as it is 
the most common form of re-visioning. Briefly discussing what a fractured re-vision is 
will establish the context of why it does not fit in with what “Soliloquy” aims to achieve.
2.2 Fractured re-visions: the issue of role reversal 
Early feminist re-visions have tried to correct patriarchal discourse by altering gender 
roles to such an extreme extent that the gender roles were swopped throughout, which 
fractures feminist intentions in re-visions (Kuykendal & Sturm, 2007:40). Dina 
Goldstein’s “Beauty” (2009) (Figure 3.1) is an example of such fracturing. This artwork 
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is addressed as it serves as an example of what could potentially happen in a re-vision 
which is what I want to avoid in “Soliloquy”.
Figure 3.1: Dina Goldstein. “Fallen princesses: Beauty.” 2009. Digital photograph.
“Beauty” is part of a larger series called “Fallen princesses” (2009). In this series, 
Goldstein targets the Disney princesses, and makes the connection apparent by 
dressing these ‘princesses’ in exact Disney princess apparel (Zipes, n.d.). In this series 
Goldstein comments on how removed fairy tales are from everyday life, and how they 
create a false sense of romantic idealisation (Zipes J. n.d.). Rowe (1986:209) notes, 
“[t]raditional fairy tales fuse morality with romantic fantasy in order to portray cultural 
ideals for human relationships”. However, in Figure 3.1 Goldstein undermines such 
ideals by placing the story outside of its familiar context, thus creating a sense of 
disquiet that shifts the viewer’s perceptions of these unrealistic ideals. Zipes (n.d) 
claims that the reason for this disquiet is to “break the myth of happiness” fostered by 
fairy tale happily-ever-after endings echoed in the Disney motto: “where dreams come 
true”. In a similar way, “Soliloquy” also seeks to break the false ideal of marriage being 
seen as true female happiness in fairy tales by altering the ending known to most 
people, which is marriage to the prince. Marriage in itself is not seen as ‘wrong’ in 
“Soliloquy” but marriage which brings with it oppressive patriarchal ideologies, is. 
Goldstein’s Sleeping Beauty is seemingly frozen in time and the change of setting gives 
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reason to the prince’s forlorn expression, which suggests that he is aware of his 
predicament. Although role reversal is apparent, the reversal of agency is not evident 
which is why I consider it a fractured re-vision. Neither Sleeping Beauty, nor the prince, 
appears to be empowered, both are actually disempowered because Sleeping Beauty 
is still sleeping and the prince will die never having had his reward of marrying the 
princess – his ideal future is gone (Parsons, 2004:140). Goldstein’s “Beauty” has been 
re-visioned in the sense that it is now the prince waiting for Sleeping Beauty, instead 
of her waiting for him. Waiting has also been re-visioned in a sense because it is the 
prince and not the princess who is waiting, but it has not been re-valued because its 
original passive, unagentic connotation remains. 
The negative manner in which Goldstein has revised and revalued gender relations 
and roles in “Beauty” has left both Sleeping Beauty and the prince passive and without 
a sense of agency, and therefore I see it as a fractured re-vision. Re-visions that strive 
to re-interpret a fairy tale with current feminist intentions would empower the main 
character, whether male or female, with positive gender values and characteristics 
(Parsons, 2004:140). This is what I aim do to with “Soliloquy’s” character Sleeping 
Beauty by drawing from artists who are motivated by a similar feminist sense of 
agency, that in seeking to challenge the predominant patriarchal discourse that exists 
within older fairy tale texts, avoid fracturing re-visioned texts.14
3. Strategies that avoid role reversal 
“Soliloquy” aims to avoid: gender role reversal; the marginalisation of traditional 
‘feminine’ characteristics; and a passive heroine, and has therefore drawn inspiration 
from specific re-visionist strategies of writer Donna Jo Napoli (2007) and visual artists
Mary Sibande (2010), Senzeni Marasela (1999) and Francesca Woodman (1975-78). 
They all share strategic commonalities in their approach to subverting dominant 
ideologies. These specific re-visionist strategies subvert the omniscient narrative 
perspective; revise representations of gender; create complex and realised characters; 
use visual metaphors in addition to text; and transform or counter original settings. 
                                           
14 For a wider discussion of contemporary feminist visual artists that deal with the fairy tale in various 
mediums read chapter seven, “Fairy-tale collisions, or the explosion of a genre” in Zipes (2012).
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“Soliloquy” aims to apply these specific re-visionist strategies because such strategies 
critique and challenge imbedded patriarchal discourses and thereby offer alternative 
subject positions15. The fairy tale “Sleeping Beauty” is originally a written text. 
Therefore, I sought to find re-visionist strategies from a literary source, in addition to 
visual sources. Crew (2002:92) writes that Donna Jo Napoli is a feminist author who 
effectively alters gender perceptions by “changing narrative conventions” to achieve 
representations of gender equality while retaining vestiges of traditional fairy tale story 
lines, which is the same intent I have for “Soliloquy”. 
3.1 Drawing inspiration from Donna Jo Napoli’s “Hush: an Irish princess’ tale” 
(2007) 
Napoli re-visions an Icelandic saga of the people of Laxardal and titles it, “Hush: an 
Irish princess’ tale” (2007). The original saga is about a mute young princess named 
Melkorka who is kidnapped and sold to an Icelandic chief called Hoskuld. Many years 
later he overhears her speaking Gaelic for the first time to their two-year-old child, and 
she then explains to him her past and the reasons for her muteness16. Napoli uses this
original tale but fleshes out the story by creating a history based on facts about life in 
Ireland, Russia and Scandinavia in the early 900s (Napoli, 2007:341–342). Similar to 
Napoli, “Soliloquy” keeps some elements from the original fairy tale such as the 
spinning wheel, the curse, the castle she lives in, and meeting the prince once awoken 
but fleshes out the story with character development and internal psychology, while 
working in the confines of the historical and social context. I chose this particular novel 
by Napoli because both she and my heroines are princesses who have had a traditional 
‘feminine’ characteristic re-valued. Napoli revalues ‘silence’, while I revalue ‘waiting’. 
Waiting and silence are similar in the sense that they are both regarded as traditional 
‘feminine’ qualities that inform the negative connotation of a passive, still, and 
‘voiceless’ heroine (Stone, 1975:42).
                                           
15 These strategies are mentioned in “Spinning new texts from old tales” (2002) by H. Crew but I have 
taken these as guidelines and used different examples, so that the strategies are specific and purposive 
to “Soliloquy”.
16 The original reasons for Melkorka’s muteness stated in the saga are not discussed in “Hush” (2007).
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Napoli’s “Hush” (2007) presents a variety of re-visionist strategies that are used to 
further agency through the revaluation of traditional ‘feminine’ characteristics such as 
silence. Silence is often regarded as a typical characteristic of femininity, and used 
pedagogically by princesses in fairy tales to teach one how to be the ‘ideal’ woman. 
Napoli renews and revalue’s silence by showing that it is the conscious choice of the 
Irish princess who uses it as a survival technique when she is kidnapped and thereby 
it enhances her sense of agency as it becomes her saving grace (ibid. 144), as at times 
it yields power over her kidnappers and owner (ibid. 166, 188). This power comes from 
the fear generated by the misunderstood quality of being mute. And this fear causes 
her kidnappers, and later owner, at times to obey her even though she is ‘powerless’ 
compared to them (ibid. 188, 250). In “Soliloquy” waiting is also used to enhance 
Sleeping Beauty’s sense of agency as it is also a conscious act of choice, and is 
interpreted in a positive light because it frees and saves her from a prince who 
represents oppressive patriarchal ideologies. 
Napoli develops feasible solutions to problematic ideologies by evaluating existing 
historical structures and working within them and their belief systems (Crew, 
2002:141). This is attained subtly by strategically using silence as a tool to manipulate 
her oppressors. An example of an unfeasible solution would be to manipulate her 
oppressors through physical strength which would reverse traditional gender roles and 
thus fracture the story and create an unrealistic heroine. Throughout the novel Napoli, 
via Melkorka, states why silence has provided her with a sense of agency. Creating 
perspective about silence develops a rich and fully rounded character which is a trait 
of re-visions (Crew, 2002:83). 
Crew (ibid.) notes that the purpose for Napoli in re-visioning her fairy tale heroines into 
“complex and fully realized characters” is so that readers may better relate to them 
than they do to traditional ‘dry’ fairy tales where there is no character development, 
agency development of the heroine, or internal psychology. This corresponds to my 
intent of taking Perrault’s “Sleeping Beauty” which is also a ‘dry’ tale in the sense that 
it has no character development, internal psychology or agency development which I 
seek to provide for the heroine through the use of “first-person perspective”. Napoli, 
according to Crew (2002:78), uses the more engaging first-person perspective in her 
work to “subvert the traditional authoritative” and impersonal omniscient narrator. First-
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Napoli’s “Hush” (2007) presents a variety of re-visionist strategies that are used to 
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person perspective is contrary to the traditional “omniscient” or “omnipresent 
perspective” (Nikolajeva, 2006:120).
Omniscient perspective does not ‘take sides’ nor does it describe a specific perspective 
of a character in a story – it presents things simply as they are. This perspective is the 
typical narrative voice of the traditional fairy tale (Crew, 2002:78). Such a perspective 
narrates the story in a factual manner, which can make the narrator seem anonymous 
and impersonal (Crew, 2002:78). Traditional fairy tales also describe events from the 
past, as seen in the opening line: “once upon a time”, which, according to Zipes 
(1988:156), creates distance between the main character and the reader which 
“Soliloquy” seeks to avoid. “Soliloquy” does not start with “once upon a time” in the film 
but begins with the title which immediately brings the viewer into the world of Sleeping 
Beauty’s mind. A first-person narrative uses the pronouns “I” and “me” and refers to 
the characters’ thoughts and feelings (Crew, 2002:78). By using the present tense, and 
verbal texts that contain the pronouns “I” and “me” in “Soliloquy”, the texts acts like 
journal entries to flesh out the character development and internal psychology of the 
original Sleeping Beauty. This attempts to create a more personalised and engaging 
character.
In “Hush” (2007), Napoli focalises the narrative through the heroine Melkorka by 
presenting the narrative via her point of view. The reader is drawn into the story through 
the use of first-person pronouns and detailed descriptions of feelings. Access to the 
heroine’s inner thoughts enables the reader to relate to her experiences. In this 
narrative, there is an unconventional twist to the first-person narrative voice in that 
Melkorka does not speak aloud to the other characters for most of the narrative. 
However, this does not impede the reader’s understanding of the narrative or of one’s 
relation to the heroine. Crew (2002:78) notes that Napoli constructs the first-person 
narrative through what is seen and focalised in the present tense which aids in creating 
a sense of immediacy that the reader can be a part of and experience with the main 
character. Unlike traditional fairy tales, re-visions acknowledge that the focaliser (in 
Napoli’s case, Melkorka) is particularly important to subjectivity as the reader/viewer 
identifies “their own selfhood” through the eyes of the focaliser and thus are themselves 
reconstituted, which aids in developing an active subject position (Stephens, 1992:81). 
In “Soliloquy”, Sleeping Beauty is the focaliser which is achieved in the title that 
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indicates we are entering into her dream world and visually by her absence in the actual 
drawings themselves so that the viewer can see first-hand through her eyes.  
The re-visionist strategies employed by Napoli are to subvert the omniscient narrative 
voice by using first-person perspective which divulges Melkorka’s personal thoughts, 
emotions and reasoning behind her actions and allows the viewer into her world, 
contrary to her muteness. Secondly, by revising traditional representations of gender 
silence is revalued as an important aspect to Melkorka’s survival as a slave. And 
thirdly, “Hush” (2007) also avoids gender role reversal because ‘feminine’ qualities are 
valued and encouraged while more ‘masculine’ qualities such as cunning (ibid. 109), 
desiring to fight (ibid. 28), and work (ibid. 213) are added to empower the heroine. 
Revaluing silence is the key re-visionist technique because of the positive sense of 
agency that develops and grows within her character. Silence exposes unrealised 
facets of Melkorka’s personality and is her primary survival technique in her new life of 
slavery. Likewise, “Soliloquy” also seeks to value ‘feminine’ qualities such as humility, 
gentleness and patience while ‘masculine’ qualities such as decision-making, 
adventure, and problem solving are added to empower the heroine. “Soliloquy” also 
uses Sleeping Beauty as the focaliser by employing first-person narrative which allows 
the viewer into her world so that there is a deeper understanding of characterisation, 
unlike in traditional fairy tale characters. 
In a similar way to Napoli’s approach of re-visioning, visual artists Mary Sibande 
(2010), Senzeni Marasela (1999) and Francesca Woodman (1975-78) take into 
consideration consciously or unconsciously various issues that are of a feminist 
concern. As discussed in chapter two they re-vision and re-value patriarchal ideals that 
have depicted women verbally and visually in a very set and traditional way. Through 
the strategic use of a first-person narrative perspective, re-visioning of gender norms, 
rich characterisation, and altered settings, they challenge and critique the traditional 
and dominant order of patriarchy. They share a commonality in giving a voice to the 
once voiceless, conceiving a new vision of the world, and valuing what has been 
devalued (Parsons, 2004:140). Other visual artists who have specifically re-visioned 
traditional fairy tales and/or myths such as Paula Rego and Kiki Smith have not been 
discussed in this chapter because their work does not seek to revalue denigrated 
‘feminine’ characteristics, but seeks to address feminist concerns more abruptly and 
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disturbingly than is desired in this dissertation. As Zipes (2012:138) comments, Rego 
and Smith “dismantle literary and painterly norms and expectations [within fairy tales] 
with feminist humour and rage”. “Soliloquy” does not desire to critique patriarchal 
issues in a manner similar to Smith and Rego but to revalue denigrated ‘feminine’ 
characteristics with subtle feminist nuances in a non-disturbing fashion like in Mary 
Sibande’s “I decline. I refuse to recline” (2010), Senzeni Marasela’s “The waiting” 
(1999) and various photographs of Francesca Woodman (1975-78).
3.2 Drawing inspiration from Mary Sibande’s “I decline. I refuse to recline” 
(2010) 
Figure 3.2: Mary Sibande, “I decline. I refuse to recline.” 2010. Fiberglass and silicone 
casts, fabric. Life size sculptural installation.
It needs to be noted that Sibande’s “I decline. I refuse to recline (2010)” does not 
specifically deal with fairy tales but primarily the political, racial and sexist issues that 
have occurred and are occurring in South Africa17. Although, a sense of the magic and 
enchantment from the fairy tale world is suggested and re-visioned through the closing 
of Sophie’s eyes and depicting her as she imagines herself to be: in a fantasy world 
(Dodd, 2010:469). For this reason I have used Sibande’s “I decline” as a source of 
inspiration for re-visionist strategies.  
                                           
17 For an in-depth discussion on these issues see: Alexandra Dodd (2010) “Dressed to thrill: the Victorian 
post-modern and counter archival imaginings in the work of Mary Sibande”, and Alison Elizabeth Singer 
(2012) ““Sophie” reigns over dominant display practices: negotiation power in Mary Sibande’s 
installations”.
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Like Napoli who implements first-person perspective, Sibande also re-visions the 
traditional omniscient narrative seen in fairy tales by using first-person narrative in the 
title. “I decline” belongs to a series in which Sophie is the heroine, and ‘speaks’ to the 
viewer through the use of titles, such as: “I’m a lady”, “Wish you were here”, and “They 
don’t make them like they use to” (Balboa-Pöysti, 2011). A reason for using first-person 
narrative in the titles is that the conception of the artwork and its commentary are 
intricately linked to Sibande’s personal past and present, and therefore a first-person 
narrative is important to understanding the artwork. This differs from Napoli’s heroine 
who is not connected to the author in a directly personal way. Each image of Sophie 
communicates a message about Sibande’s life, experiences and feelings, as she says, 
“I realised that Sophie was me. When I get into her costume and pose for the 
photographs I really feel like I am her. It’s a bit twisted I know, but I become Sophie” 
(Corrigall, 2010). In “Soliloquy” I also use Sleeping Beauty as an alter ego to voice my 
life, experiences and feelings. I have done this by using myself as the model and 
subject, like Sibande, and have incorporated verbal texts into the narrative which 
contain my thoughts using the personal pronouns of “I” and “me”.
Just as Sibande subverts the omniscient narrative voice through first-person narrative, 
so Sibande subverts sexual objectification through gesture, gaze and clothing. Singer 
(2012:10) notes the chaise longue in Mary Sibande’s sculptural installation, “I decline. 
I refuse to recline” (Figure 3.2) is reminiscent of European paintings of the nude such 
as Ingres’ “Grande Odalisque” (1814) and Manet’s “Olympia” (1863) which places 
women in a position of sexual objectification. Both Ingres’ “Grande Odalisque” (1814) 
and Manet’s “Olympia” (1863) are naked, reclining and gazing at the viewer. However, 
Sibande’s title “I decline. I refuse to recline” states that by refusing to recline she is 
refusing to position herself in a way that renders her as a sexually available object 
willingly allowing perusal of the male gaze. Sibande also subverts sexual objectification 
by clothing Sophie in a very modest dress, unlike in Ingres’ “Grande Odalisque” (1814) 
and Manet’s “Olympia” (1863) in which both women are naked. Both Ingres and 
Manet’s women are looking at the viewer as opposed to Sibande’s character “Sophie” 
who re-visions these images by closing her eyes, having her arms outstretched and 
her back defiantly turned away from the chaise longue upon which many metaphorical 
women have reclined. Like Sibande’s “Sophie”, “Soliloquy’s” Sleeping Beauty refuses 
to lie down and look at the viewer (or prince) in a sexually inviting manner. Instead 
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Sleeping Beauty is sitting upright in her bed, gazing at the gifts she has received on 
her journey which represent new-found talents and abilities18. Sleeping Beauty is also 
clothed during the entire narrative in modest, simple clothing to avoid being objectified 
sexually. 
Sophie’s dress and the chaise longue form the main setting for the artwork. According 
to Maria Nikolajeva (2006:61), the setting ‘sets the scene’, which means it 
communicates to the reader/viewer the situation, time and place, mood and nature of 
the narrative that is conveyed in the text. Setting also places the viewer within a 
particular historical, social and literary context (ibid. 75). Therefore, a change in the 
conventional setting can drastically affect viewers’ perceptions and influence their 
interpretation of the story, as the viewer will notice that the setting does not comply 
with the norm (ibid. 75). “Soliloquy” avoids the main medieval setting in traditional 
“Sleeping Beauty”19 stories but instead explores expansive landscapes that aid the 
narrative by acting like clues to Sleeping Beauty’s psychological disposition. Regarding 
re-visioned fairy tales, Nikolajeva (ibid. 228) comments that a change in setting is one 
of the main strategic devices used by authors. When the established genre is changed, 
it draws attention to itself because it is removed from what is expected. For example, 
Sophie is clothed and refuses to recline, as opposed to the ‘nude’ reclining women in 
nineteenth century European oil paintings. Also the dress is unusual and thus draws 
attention to itself because of its hybridised style. 
Even though Sibande’s “I decline” is not based on a specific fairy tale, the fantasy-like 
quality of the image and European-like dress evokes a familiarity to the fairy tale world. 
There are also similar issues Sibande’s work and that of fairy tales share, such as the 
sexual objectification of women and their depicted passivity which Sibande has re-
visioned. Sibande re-visions firstly through the use of first-person perspective as 
Sophie is her alter ego, whose inner thoughts are explored via the title and her 
imaginary representation to the viewer, which all aids to create a complex and fully 
realised character. Secondly, Sibande revises traditional representations of gender 
                                           
18 I understand that these gifts were received in her dream and therefore could not manifest in her 
waking life but I have taken artistic liberty to place them in ‘reality’ as they represent something really 
valuable to her and an important visual piece of information in the story.
19 See Figures 2.2 – 2.4 in chapter two of this dissertation and Figure 3.1 in this chapter.
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such as sexual objectification by creating Sophie to dress modestly, stand up, refuse 
to decline and gaze. Thirdly, “I decline” revises the traditional setting of the nineteenth 
century European nude in her refusal to decline, and her clothed appearance. In this 
work, Sibande avoids gender role reversal by creating a heroine whose refusal to 
decline is gentle but firm. Agency is thus increased through her refusal to partake in 
patriarchal representations of women. “Soliloquy” mimics these re-visionist strategies 
through Sleeping Beauty, my alter ego, who sits up, refuses to gaze, is both modestly 
and simply dressed, and exposes her thoughts in personal journal-like texts.  
Another South African artist who uses herself as the author and subject matter of the 
artwork; revises traditional ‘feminine’ characteristics; and avoids gender role reversal, 
is Senzeni Marasela as shown in “The waiting” (1999). It must be noted that this 
artwork has nothing to do with fairy tales per se, but I have used it as a source of 
inspiration because of the way it has re-visioned waiting as an active process; and 
relied primarily on the images within the composition to do so. 
3.3 Drawing inspiration from Senzeni Marasela’s “The waiting” (1999)
 
Figure 3.3: Senzeni Marasela, “The waiting.” 1999. Photograph.
 
Both Sibande (Figure 3.2) and Marasela’s work (Figure 3.3) is autobiographical; relies 
partly on words (in the title) to communicate to the viewer, and on visual elements such 
as the subject’s gesture, position and gaze. Sibande and Marasela communicate 
primarily through gestures, poses and facial expressions which are silent 
communicators that require a more intense interpretative process than conventional 
text. Marasela and Sibande are thus able to place the viewer in an active subject 
position, transcending the passive subject position of traditional fairy tales. The 
difference between the works, apart from the medium, is that in Marasela’s work there 
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is no use of first-person perspective in the form of pronouns in the title “The waiting” 
(1999). First-person perspective is used in the sense that Marasela (the subject) acts 
as the focaliser, whereas in Sibande’s work Sophie is the focaliser, and first-person 
pronouns are also used in the title. In Marasela’s work most of the narrative information 
is visual. The visual information comes from the subject who is pregnant, the setting 
which is the chair, and her interaction with the empty chair.  
“The waiting” (1999) represents a stylistically simple and quiet, yet deeply complex and 
personal situation in the life of Senzeni Marasela. Nevertheless, Marasela’s conceptual 
artwork is not disadvantaged by a lack of verbal text as images are often easier to 
‘read’ than text and can often create a larger and more immediate impact (Nikolajeva, 
2006:83). Jean (1998:31) states that gestures can be so effective that words are no 
longer needed; they can literally replace them. Gesture, position and gaze are made 
use of for the character Sleeping Beauty in “Soliloquy”. There is no text in the drawings 
themselves (except for their titles), as the journal-like text pieces are reserved for the 
film. Whether in the film or the drawings titles, verbal text is scant and select; therefore 
I have relied on the composition of the imagery to relate the bulk of the narrative. 
Therefore when Sleeping Beauty is portrayed I have made use of gesture, position and 
gaze to expose her feelings and inform the narrative. 
In an extension of the idea of gesture, the empty chair next to Marasela confirms her 
mother’s absence but serves as a “fantasy presence” to compensate for her mother’s 
physical and emotional estrangement from her life due to treatment in facilities for 
bipolar schizophrenia (Schmahmann, 2004:46-47). “The waiting” (1999) suggests 
Marasela is wait for her impending motherhood and for a reconnection with her own 
mother (ibid. 46), just like the empty chair in “Soliloquy” suggests Sleeping Beauty’s 
wait for her future prince. However, Marasela does not ‘sit by’ passively; instead she 
uses the resources and emotional strengths available to her to provide herself with a 
sense of compensation for what is lost. In this image, the negative associations of the 
passive waiting of traditional fairy tale heroines have been re-valued by treating the act 
of waiting as an active process (Schmahmann, 2004:47). “Soliloquy” shares this idea 
of revaluing waiting as an active process as the empty chair opposite Sleeping Beauty 
indicates the prince’s absence after having been rejected by her. Sleeping Beauty 
compensates for the prince’s departure from her life but does not ‘sit by’ passively; 
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instead she uses the gifts acquired during the rite of passage to rule her kingdom and 
chooses to wait patiently for a prince who shares in her new-found spirituality. Sleeping 
Beauty’s decision to wait is therefore decisive and specific, which indicates agency as, 
it is not forced upon her and she understands why and what she is waiting for. 
In “The waiting” (1999), Marasela seeks to take this deeply personal, broken 
relationship with her mother and restore it through a revalued activity of waiting and 
substitution that provides her with a sense of agency and consolation. The usually 
stereotyped and predictable characters existing within fairy tales are replaced with a 
revitalised, contradictory and complex mother-daughter relationship. By comparison, 
the usually stereotyped and predictable marriage at the end of “Sleeping Beauty” is 
replaced with an unusual decision by the heroine to wait for another prince. By 
depicting waiting as an active process Marasela simultaneously re-values a traditional 
‘feminine’ characteristic and avoids gender role reversal. Marasela also initiates 
agency as she does not wait to be saved by her mother but uses the consoling 
substitution of the chair to process her feelings. Similarly in “Soliloquy” the heroine 
does not wait to be saved through marriage by the prince but focuses on her new-
found talents and abilities. “Soliloquy” appropriates Marasela’s strategies by relying on 
gesture, posture, facial expression; and Sleeping Beauty’s relationship to other objects 
in the composition, particularly the chair, to revalue waiting and thus avoid gender role 
reversal. 
3.4 Drawing inspiration from Francesca Woodman’s photographs (1975-78)
Francesca Woodman’s photographs are historically dated but they still serve as a very 
good example of a form of self-portraiture that moves away from the traditional 
portraiture that one would commonly be exposed to (Townsend, 2006:55). For 
example Ingres’ “Grande Odalisque” (1814) and Manet’s “Olympia” (1863) as 
mentioned in chapter three would be regarded as traditional. Their bodies and faces 
are seen as whole objects, they are positioned neatly within the format, and the 
composition is balanced which reflects the humanist idea of a fixed sense of 
subjectivity. For the heroine of “Soliloquy”, I sought to move away from this traditional 
representation and find an artist who represented a female character in a non-
conventional way that would communicate the psychological disposition of the heroine. 
50
instead she uses the gifts acquired during the rite of passage to rule her kingdom and 
chooses to wait patiently for a prince who shares in her new-found spirituality. Sleeping 
Beauty’s decision to wait is therefore decisive and specific, which indicates agency as, 
it is not forced upon her and she understands why and what she is waiting for. 
In “The waiting” (1999), Marasela seeks to take this deeply personal, broken 
relationship with her mother and restore it through a revalued activity of waiting and 
substitution that provides her with a sense of agency and consolation. The usually 
stereotyped and predictable characters existing within fairy tales are replaced with a 
revitalised, contradictory and complex mother-daughter relationship. By comparison, 
the usually stereotyped and predictable marriage at the end of “Sleeping Beauty” is 
replaced with an unusual decision by the heroine to wait for another prince. By 
depicting waiting as an active process Marasela simultaneously re-values a traditional 
‘feminine’ characteristic and avoids gender role reversal. Marasela also initiates 
agency as she does not wait to be saved by her mother but uses the consoling 
substitution of the chair to process her feelings. Similarly in “Soliloquy” the heroine 
does not wait to be saved through marriage by the prince but focuses on her new-
found talents and abilities. “Soliloquy” appropriates Marasela’s strategies by relying on 
gesture, posture, facial expression; and Sleeping Beauty’s relationship to other objects 
in the composition, particularly the chair, to revalue waiting and thus avoid gender role 
reversal. 
3.4 Drawing inspiration from Francesca Woodman’s photographs (1975-78)
Francesca Woodman’s photographs are historically dated but they still serve as a very 
good example of a form of self-portraiture that moves away from the traditional 
portraiture that one would commonly be exposed to (Townsend, 2006:55). For 
example Ingres’ “Grande Odalisque” (1814) and Manet’s “Olympia” (1863) as 
mentioned in chapter three would be regarded as traditional. Their bodies and faces 
are seen as whole objects, they are positioned neatly within the format, and the 
composition is balanced which reflects the humanist idea of a fixed sense of 
subjectivity. For the heroine of “Soliloquy”, I sought to move away from this traditional 
representation and find an artist who represented a female character in a non-
conventional way that would communicate the psychological disposition of the heroine. 
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I found that person to be Woodman as she shared many similarities to my work and 
the making of the work. She used herself as the model, as did I; she often took 
photographs of herself; as did I; and more often than not her photographs represented 
a person of a troubled disposition which reflected a similar period in my life that I sought 
to visually replicate. I feel that the visual strategies that Woodman used in her work 
discounts the historical distance. Even though Woodman’s work does not engage in 
the topic of fairy tales, I felt this irrelevant in the investigation for ulterior representations 
of “Soliloquy’s” heroine. A heroine also speaks to ‘woman’ in general, so whether the 
woman is from a fairy tale or not, it would make no difference. 
The photographer Francesca Woodman (1958-1981) embraced self-portraiture and 
used herself as the subject and object in her works, much like Sibande (2010) and 
Marasela (1999). However, her self-portraits are characterised by a greater sense of 
instability and absence, which possibly reflects her troubled emotional disposition –
she committed suicide at the age of 22 (Lui, 2004: 30). As representation of the heroine 
in “Soliloquy” moves away from traditional portraiture of women, Woodman is an 
appropriate source to draw from, because she often represents herself as divided, 
hiding or missing in her images, which Townsend (2006: 56) calls “subjective 
dissolution”.20 Woodman breaks all humanist ties of traditional portraiture of women by 
depicting herself with no sense of ‘fixed-ness’ or wholeness, as she is not contained 
by any space and her physical presence is often blurred (Lui, 2004: 28). This loss of 
‘fixed-ness’ adequately represents the post-structuralist theory of a discursive sense 
of self that is ever changing which makes Woodman’s work in the 1970s ahead of its 
time (Townsend, 2006:6). This discursive representation of self is suitable not only to 
a heroine who goes on a spiritual journey that alters her sense of self, but to the 
unstable dream-like world the journey takes place in. I have used three works as a 
source of inspiration: “Space2” series (1977), “Space2” series, 1975-78” and “i stopped 
playing the piano” (1975-1978). These works will be discussed in this chapter and then 
compared to some images from “Soliloquy” in Chapter five.
                                           
20 It should be noted that although Woodman did not profess to be a feminist, her work regarding the 
body, self and desire is often posited with feminist underpinnings, and placed along other, self-
professed, feminist artist’s such as Ana Mendieta who work within similar discourses (Lui, 2004: 26).
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In “Space2” series (1977) (Figure 3.4) below there is a “spatial merging” in which it 
seems as if Woodman is trying to become part of the wall. This spatial merging disturbs 
physical and psychological boundaries (Lui, 2004: 26). According to Lui (ibid.) the self-
representation in the “Space2” series “aim to create an alternative space beyond the 
control of patriarchy” by refusing to be represented objectively, which discourages 
voyeurism. In “Soliloquy” I did not want to entice voyeurism of my heroine, and I wanted 
to move beyond superficial representations of a beautiful princess by expressing rather 
her state of being.  
Figure 3.4: Francesca Woodman. “Space2” series, Providence, Rhode Island. 1977. 
Gelatin silver print. 13, 7 x 13, 3 cm.
In the “Space2” series, 1975-78” (1975-1978) (Figure 3.5) below, Woodman’s face and 
part of her body is cropped out, authoring only what she feels the viewer should see. 
It is another example of how Woodman removes her portraits from the traditional and 
conventional. In “Soliloquy” I have used these types of images as inspiration for 
creating narratives in which parts of the heroine’s body are used to aid in the narrative 
and not necessarily be the focus of the narrative. 
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Figure 3.5: Francesca Woodman. “Space2” series, Providence, Rhode Island.” 1975-78. Gelatin 
silver print. 13, 97 x 13, 97 cm.
Additionally, in “i stopped playing the piano” (1975-1978) (Figure 3.6) below, Woodman 
blocks our gaze by removing her face (the ‘reward’ of the gaze) and body from the 
image (Townsend, 2006:56). Instead she displaces herself through the objects and 
makes reference to herself in the title, similar to Sibande (2010). Here the chair, the 
piece of clothing draped over the window, and the object on the wall make reference 
to Woodman herself. The combination of “i” in the title and the objects, help the viewer 
to make a link between the two. This type of “anti-portrait” was important in my search 
to find ulterior ways of representing a heroine (ibid. 57). 
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Figure 3.6: Francesca Woodman. “i stopped playing the piano,” Providence, Rhode Island. 1975-78.
Gelatin silver print. 13, 97 x 13, 97 cm.
The three images of Woodman dealt with in this dissertation contain no sense of 
‘fracturing’ in terms of role reversal, nor have traditional ‘feminine’ characteristics been 
undermined. And I am of the opinion that photography enhanced a sense of agency 
for Woodman, not only through the process of taking the photographs but also the fact 
that she was author, subject and model throughout them all – much like Sibande (2010) 
and Marasela (1999). 
4. Summary: strategies realised
Older patriarchal verbal and visual texts are re-visioned in the works of writer Napoli 
(2007) and artists Sibande (2010), Marasela (1999) and Woodman (1975-78). All 
share similar discerning narrative strategies and a common feminist agenda, 
irrespective if they are specifically based on a fairy tale or not. The first re-visionist 
strategy is that the normative, omniscient narrative perspective is subverted using the 
more engaging first-person narrative in which the main subject is focalised. 
Furthermore, standardised, flat, static characters are replaced with rounded, dynamic 
heroines that function as extensions of the artists themselves in which personal 
experiences, histories and feminist issues can be combined to critique patriarchy. 
Moreover, the objectifying sexual gaze is negated as artists Sibande (2010), Marasela 
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(1999) and Woodman (1975-78) are authors (subjects) and models (objects) in their 
works, and are thus in control of how they view themselves and how they are presented 
to others. Also, conventional gender stereotypes and role reversal in Napoli (2007) and 
Marasela’s (1999) work is revised by combining positive traditional ‘masculine’ 
characteristics such as decisiveness, with positive traditional ‘feminine’ characteristics 
such as gentleness which avoids ‘fracturing’. Lastly, expected generic settings are 
countered throughout all the works through the use of alternate settings that feed the 
work conceptually, as opposed to being merely a ‘backdrop’ to the story. Agency has 
been increased for all the characters in the examples as Melkorka, Sibande (2010), 
Marasela (1999) and Woodman (1975-78) have been seen to make informed decisions 
and thus standup against what is conventional, normalised and standardised according 
to patriarchy. Woodman (1975-78) in particular has moved away completely from 
traditional portraiture through fractured, disjointed representations of herself that speak 
more to the inner, rather than the outer self. Woodman (1975-78) has also completely 
usurped the male gaze by either removing her face from the image, or herself entirely. 
These strategies that have been mentioned have aided towards placing the 
author/artist, character, reader and viewer in an active subject position because of the 
way they have been re-visioned. 
These artists and writer share a similar agenda of enhancing women’s agency. The 
main character in their works is empowered through revaluing traditional ‘feminine’ 
characteristics, such as patience, gentleness and humility, while avoiding ‘fracturing’ 
the feminist intents of agency due to gender role reversal. I have used similar 
strategies, to a similar end, in “Soliloquy”. Firstly, “Soliloquy” is autobiographical and 
therefore makes use of first-person perspective which is realised through personal 
pronouns that mean to engage the viewer. Further, as I am author and subject I am 
able to control how Sleeping Beauty is portrayed which negates the use of patriarchal 
depictions of the heroine. Secondly, as the narrative as a whole is predominantly based 
on images with select text, gesture, pose and non-conventional settings engage with 
each other to tell the story of “Soliloquy”. In addition, creating a narrative largely based 
on images stimulates the interpretation skill of the viewer more actively. Thirdly, 
gendered stereotypes are revised by clothing my heroine and positioning her as upright 
in her bed with her focus on something besides the viewer and/or male gaze. Further, 
fracturing is avoided by combining positive traditional male and female characteristics; 
56
and revaluing waiting as an active choice. By revaluing waiting, adding positive 
traditional male characteristics, and embarking on a rite of passage in her sleep which 
does not infringe upon the historical and social context of the era that “Sleeping Beauty” 
was written in, agency is increased for the heroine. As author, creating the studio work 
“Soliloquy” increased my sense of agency as I was able to work through and process 
life experiences. By creating a new text from an old story, within the paradigm of 
feminist post-structuralism, and acknowledging the influential historical and social 
context, and sharing that with the reader/viewer, presents alternative subject positions 
counter to the dominant ideology. These ideas in total equal the concept of re-visioning 
according to Parsons (2004), Crew (2002) and Devereaux (1990) which is what 
“Soliloquy” seeks to realise in the data analysis chapter of this dissertation.
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CHAPTER FOUR: RESEARCH DESIGN AND METHODOLOGY 
1. Philosophical world view 
1.1  The Interpretivist/Constructivist paradigm: 
This study is situated within the Interpretivist/Constructivist paradigm, using reflective 
practice as the research strategy. This paradigm falls within the social sciences that 
seek to understand social meaning in context, which means that reality is socially 
constructed and shared amongst other persons as humans are social beings and 
constantly interacting (Neuman, 2006:95). This is noted in chapter two where it was 
discussed that the western fairy tale canon is socially constructed by the dominant 
ideology of patriarchy. These patriarchal ideologies within fairy tales are shared via 
books, television, movies and toys.  
This paradigm also views free will or agency as a person being able to make choices 
based on their social settings, subjective points of view and reasoning (ibid. 90). 
Patriarchy, as discussed in chapter one, negates this type of agency for women as it 
is based on the humanistic model that believes women lack the faculty of reason, which 
is what some feminists seek to address.  
William Neuman (2001:93-94) notes that personal points of view and feelings are a 
part of the research paradigm which means that value positions are relative. This 
stance on value positions fits in with some feminist post-structuralist theories on 
agency, as discussed in chapter two, which claim that the self is discursive because it 
is positioned by how the person understands the world that they live in. Patriarchy 
positions women to feel they are unable to be agentic due to their sex, which will affect 
women’s actions. Thus patriarchy attaches certain social roles to women, while women 
may not ‘feel’ like they want to align with these social roles which is an issue feminist 
post-structuralists Weedon (1987) and Davies (1991, 1992, 2001) critique.  
In summation the ontology and epistemology in this paradigm believes knowledge to 
be constantly in flux as it is (re-)interpreted by both observer and participant (Jones 
and Alony, 2011:98). This affirms the strategy the studio work strives to take, which is 
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to enable an active subject position for myself the artist and the reader/viewer. This 
active subject position would thus negate the passive subject position patriarchal texts 
embody, as discussed further by Parsons (2004) and Devereaux (1990) in chapter 
four. 
The relative, subjective and social concerns of the constructivist paradigm connects 
aptly to practice-based research, as Stephen Scrivener (2004:1) writes “that Art has 
as its purpose the advancement of insights into emotions, human nature and 
relationships, and our place in the World, inter alia”.
2.  Research strategy 
2.1  Practice-based research 
Practice-based research “is an original investigation undertaken in order to gain new 
knowledge partly by means of practice and the outcomes of that practice” (Candy, 
2006:1). The outcome would thus be the studio work which is given priority and 
displayed in the form of an exhibition, and an accompanying explanation and analysis 
of the work, its theoretical underpinnings and methodology (ibid. 2). The outcome then 
of practice-based research would primarily be the studio work, “Soliloquy: the untold 
story of Sleeping Beauty’s dreams” (composed of original drawings and film), and a 
supporting dissertation.  
Practice-based research thus allows for an “inter-dependent” relationship between the 
studio work (practice) and the dissertation (theory) to develop (Scrivener, 2004:2). The 
relationship that exists means that the dissertation proves that the studio work meets 
research criteria (Combrink & Marley, 2009:184); that the studio work and dissertation 
refine each other (ibid. 190); that the dissertation reflects on process and product, 
which makes it accessible and communicable (ibid. 192); and that theory and practice 
frame the research (Scrivener, 2004:2). This relationship will be explicated in chapter 
five where the influence of the theory upon the studio work will be discussed; the studio 
work itself will be analysed; and the relevant process mentioned. 
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The advantages of practice-based research is that the studio work and theory are 
integrated (Combrink et al, 2009:190); the studio work is the main focus (ibid. 192); 
possible changes are available due to the intuitive nature of the work (ibid. 190); and 
it positions the researcher or practitioner as the expert because of “insider knowledge” 
(Gray and Malins in Combrink et al, ibid.). Possible disadvantages lie in the subjective 
nature of the work which opens it up to critique of lack of methodological rigour or 
discipline (ibid. 191). These disadvantages can be addressed by insuring that the 
research is adequately theorised, described and contextualised (Mafe and Brown in 
Combrink et al, 182). Various quality controls and structures such as triangulation; 
insider knowledge; member checking; thick and rich descriptions; document analysis 
and journals are therefore put in place in order for the work to be accessible, 
communicable and transferable (ibid, 190). Scrivener (2004:3) writes that the reflective 
practice as documented in the dissertation is a “valuable resource” for others to use in 
their own work, therefore the re-vision strategies discussed in chapter three can be 
used by other practitioners.  
3.  Research design 
3.1  Qualitative research 
Qualitative research resides in the social sciences and takes its point of departure from 
the researcher’s perspective on social action, in a socio-historical context (Babbie and 
Mouton, 2001:270). As the researcher begins with an assessment of themselves in a 
socio-historical context, the approach to research is inductive as the data analysis and 
methods of validation create a to-and-from approach between critical reflection of the 
studio work and the theory (ibid. 273). This is echoed in my research as personal 
triggers initiated the area of study in its basic form, fairy tales, and through a 
combination of triangulation, member checking, document analysis and field notes in 
the form of a visual journal I was able to make sense of the world I lived in and postulate 
a specific research question. Ideas for the studio work itself, apart from the process, 
was triggered by using Charles Perrault’s “Sleeping Beauty” as a base, and through a 
process of interpreting, analysing and examining the various data, I was able to refine 
my research into the area of agency. 
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Qualitative research lends itself to the nature of practice-based research as subjects 
or cases analysed are few because the intention is to reach in-depth, personal and 
authentic information (Neuman, 2006:13). This is shown in chapter three where one 
writer and three visual artists are investigated and analysed for re-visionist strategies. 
Also, qualitative research is conducted mainly in the area of practice (the ‘natural 
setting’), such as my studio; the focus is more on process than outcome; the inductive 
process results in new theories or more particularly, original knowledge in the form of 
the studio work; and the researcher is the “main instrument” in the research process 
(Babbie et al., 2001:270). As I situate myself within my socio-historical context in order 
to investigate the research problem, the constructivist paradigm aids in this 
investigation as it emphasises my feelings and perspectives and acknowledges it as 
discursive and relative to context. 
4.  Methods of sampling and data gathering 
4.1  Purposive 
Purposive sampling is a non-random sample and is data that is valuable, unique, 
informative, and hand-picked by the researcher for a highly specific purpose (Neuman, 
2006:222). Data, in the form of artworks, document analysis and field notes (visual 
journal) are purposefully selected, which entails an in-depth selection of valuable, 
specific and unique information so that a deeper understanding of the research issue 
may be gleaned. This was done by examining the relevant literature on fairy tales, 
feminism and feminist post-structuralism; examining both historical and current 
artworks that visually perpetuate the passive fairy tale heroine; and investigating a 
piece of contemporary literature and specific artworks that deal with re-visioning the 
traditional (fairy tale) heroine in order to appropriate strategies for my own re-visioning. 
Purposive sampling is also reflected in the method of creating final compositions where 
ideas are formed through critically selecting a few objects to be photographed for the 
sake of experimentation in order to determine a final composition. 
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5. Method(s) of data analysis 
5.1  Thick descriptions 
Melissa Freeman (2014:827) argues that thick descriptions are more than just a form 
of representation, such as coding, and a form of validation (see 6.7 below) but is rather 
a form of interpreting how we see and understand. The method used to interpret data 
is important as that would ultimately render the results of the research. In practice-
based research there is no ‘data’ to analyse in the sense of quantitative information 
but rather abstract ‘texts’ such as ideas, knowledge gained from reading and practice, 
and an intuitive drive which cannot be placed in figures, graphs and pie charts. 
Freeman (ibid.) looks at Creswell’s (2012:200) definition of thick descriptions which is 
that they increase the “verisimilitude and transferability of the findings” but argues that 
this definition does not address the interpretative qualities the details in thick 
descriptions should convey. Freeman’s (ibid.) conclusion from Schwadt’s (2007:296 in 
Freeman, 2012) study of the issue is that to describe thickly means to have begun to 
interpret it already. 
Freeman (2014:829) looks at understanding the studio work as an ‘aesthetic 
experience’ in thick description which would require a form of dialogue between the 
viewer of the artwork and the artwork itself (and I would add the artist as well). This 
dialogue requires a connection with history: the making and present situation of the 
studio works viewing; prior experience or context: understanding the studio work as 
coming from a past and is in a ‘present’ so to speak and the viewer’s past experiences. 
Here again I would add the artist’s past experiences. This is achieved in chapter two 
(theoretical framework), where the issue of agency is discussed using artworks of 
Sleeping Beauty from the past and present as examples – this provides context for 
modern interpretations on Sleeping Beauty in chapter three and the studio work in 
chapter five. A dialogue between the viewer and artwork is analysed through passive 
and active subject positions and insights about each are drawn in chapter three. 
Freeman (ibid.) suggests that the aesthetic experience of viewing the artwork should 
always be in a state of being aware of and presently engaged with the artwork and not 
passively accepted as a “finite ideal.” Freeman (ibid. 831) summarises and states that 
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the hermeneutic task in achieving a thick description would be to reconstruct the 
research problem by asking many different questions that lead down many different 
paths and by actively engaging with these paths, determining the most applicable one 
and not necessarily the ‘correct’ one. Freeman (ibid. 832) asserts that because of the 
hermeneutic task involved, aesthetic meaning and lived experience cannot be 
separated out of the journey of creating the studio work. 
Much of what Freeman discusses parallels to Scrivener’s (2004:4) discussion on a 
practitioner’s practice or “reflective practice”. Scrivener (2004:5) writes about the 
creative-production process: “the way past experience (both personal and collective) 
is brought to bear on it, the evaluation of action, rigour in creative production, and the 
stance of the practitioner.” As with Freeman, past experience and active engagement 
are critical in the hermeneutical interpretation of the studio work which provides thick 
descriptions. Scrivener (2004:4) also provides a basic model for reflective practice
which is: pre-project reflection on practice; review of theory; reframing issues; cycles 
of production; post project reflection; and reflection on reflection. This model yields 
highly valuable and extensive information and due to this reason it will be discussed 
as it relates to the studio work in chapter five. 
6.  Quality control (methods of validation)
6.1  Triangulation 
Collecting data from multiple sources such as member checking, document analysis, 
insider knowledge, and the visual journal will lessen the chances of the research 
becoming too subjective and having a lack of rigour (Neuman, 2006:149-150). Norman 
Denzin (in Babbie et al., 2001:275) adds to this line of thought by stating that by 
combining methods, deficiencies and biases from one method can be generally 
overcome. Triangulation is recognised as one of the best ways to increase reliability 
and validity in qualitative research (ibid.). This is confirmed when reading Scrivener’s 
(2004:5) stated preference for a plurality of research models for practice-based 
research due the intuitive manner of the studio work. 
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highly valuable and extensive information and due to this reason it will be discussed 
as it relates to the studio work in chapter five. 
6.  Quality control (methods of validation)
6.1  Triangulation 
Collecting data from multiple sources such as member checking, document analysis, 
insider knowledge, and the visual journal will lessen the chances of the research 
becoming too subjective and having a lack of rigour (Neuman, 2006:149-150). Norman 
Denzin (in Babbie et al., 2001:275) adds to this line of thought by stating that by 
combining methods, deficiencies and biases from one method can be generally 
overcome. Triangulation is recognised as one of the best ways to increase reliability 
and validity in qualitative research (ibid.). This is confirmed when reading Scrivener’s 
(2004:5) stated preference for a plurality of research models for practice-based 
research due the intuitive manner of the studio work. 
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6.2  Member checking and peer reviews 
Louise Combrink et al. (2004:186, 194 and 201) affirm that peer reviews and member 
checks ensure reliability and validity as it seeks structural, external feedback from 
supervisors and peers in order to gauge if the objectives of the research are being met 
and sustained. 
6.3  Inquiry audit 
An independent or external examiner, in addition to the internal examiner(s), is 
requested by the Nelson Mandela Metropolitan University to examine the process 
work, and the theoretical and practical component. This is done in order to ensure that 
possible biases and/or overlooked elements by the internal examiner(s) and the 
research in itself are hopefully countered by the external examiner. The external 
examiner would also check to see if the research not only meets the objectives but that 
the research is credible, transferable, and reliable (Babbie et al., 2001:276). 
6.4  Insider knowledge/perspective 
I, the artist, author and researcher, have a unique involvement in the work because not 
only is the research guided by what I investigate but I am free to choose an avenue of 
research that suits the personal motives for starting the research. I also create the 
artworks on an intuitive and personal basis, and not only from my main text which is 
Perrault’s “Sleeping Beauty.” I therefore have ‘insider knowledge’ regarding the main 
outcome which is the studio work, because I created it and there is therefore no guess 
work or assumptions of interpretation (Babbie, et al., 2001:271). Insider knowledge 
therefore enables the studio work to be credible and have integrity (Gray and Malins 
in Combrink et al., 2004:190). Reflective practice also positions me and the viewer in 
an active state of critical (self)-reflection and examination which further strengthens 
(self) knowledge gained (Scrivener, 2004:4). 
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6.5  Document analysis 
Research in the form of literature on the various topics of discussion in this dissertation 
come from the research material made available from the Nelson Mandela 
Metropolitan University libraries, databases and accredited book sellers (Combrink et 
al., 2004:189). 
6.6  Visual journal and artefacts 
Combrink et al. (2004:189-190) writes that the visual or artists’ journal is a part of 
critical reflective practice as it is “both evidence of research as well as raw data for 
further reflection… and literally binds all the information that guided the process in one 
place”. The information within the visual journal combines elements of personal 
thoughts and feelings; academic resources; present and future concepts for the studio 
work and theory, and how those concepts may be realised; significant elements in the 
studio work; compositions and drawings. The visual journal gives access to outsiders, 
such as the external examiner and viewer, of the artist’s innermost thoughts and 
feelings; and the inner workings of the research as a whole. It acts like a document 
which yields most of the sources for thick descriptions; in particular for the studio work 
(Neuman, 2006:398).  
I kept another kind of visual journal, called the “documentation journal” in which the 
photographs of all the recorded stages, processes and trials of building sets for the 
compositions were kept as a record. This was kept as raw data for the viewer to see 
behind-the-scenes of the drawings, and for me to reflect on my process. 
6.7  Rich thick descriptions 
Thick descriptions are “a rich, detailed description of specifics” that should convey a 
sense of ‘intimacy’ to the reader due to its detailed nature (Geertz in Neuman, 
2006:382). The intimacy of rich knowledge gained from the visual and documentation 
journals; document analysis; member checking and peer reviews; and insider 
knowledge of the work should make itself apparent in the studio work, noticeable by 
its rich and meaningful content, specific symbolism, and carefully rendered images. 
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In summation, qualitative research needs to be credible, transferable, dependable and 
confirmable (Babbie et al., 2001:276). Credibility, which offers a sense of ‘truthfulness’ 
to the research, is achieved through the procedure of triangulation, member checks 
and peer reviews (ibid. 277). Transferability which allows the findings to be applied or 
used by other researchers (who wish to apply it) is achieved through the procedure of 
thick descriptions and purposive sampling (ibid.). Dependability means that the 
research is valid and reliable which would be confirmed by the external examiner in an 
inquiry audit and insider knowledge (ibid. 278). Confirmability is “the degree to which 
the findings [that is the studio work], is the product of the focus of the inquiry and not 
the bias of the researcher” (ibid.). This confirmability will be found in the documents 
analysed and the process notes within the visual journal (ibid.).
7. Ethical consideration 
As the research is practice based, the subject being studied is the artist, her works and 
the inspiration which forms a personal narrative journey. The research proposal was 
submitted to the Post-Graduate Research Methodology Sub-Committee of the Nelson 
Mandela Metropolitan University in 2013 which found that ethical clearance was 
unnecessary. 
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CHAPTER FIVE: RE-VISIONIST STRATEGIES IN “SOLILOQUY”
1. Introduction: 
In chapter two of this dissertation, the works of Donna Jo Napoli (2007), Mary Sibande 
(2010), Sensenzi Marasela (1999) and Francesca Woodman (1975-78) were 
investigated in order to draw inspiration for re-visionist strategies in contemporary re-
visions of traditional texts. This was done because these artists, who share a common 
feminist interest in addressing issues, have achieved contemporary heroines that are 
re-visioned, and not fractured, which is what I seek to achieve in my re-visionist 
adaptation titled “Soliloquy: the untold story of Sleeping Beauty’s dreams”. In this 
chapter I shall briefly compare their re-visionist strategies with “Soliloquy” which I have 
categorised thematically as: creating narrative gaps; subverting the omniscient 
narrative perspective; creating complex and realised characters; revised 
representations of gender; and counterpoint in setting. “Soliloquy” will also be analysed 
within these categories by providing and discussing specific examples from the 
artefacts that make up the studio work in order to see how these strategies have been 
implemented.  
2. A brief outline of “Soliloquy’s” narrative
The aim of the studio work is to contextualize and present a contemporary fairy tale 
heroine who recuperates and re-values traditional aspects of femininity within a 
feminist context. Traditional aspects of femininity are re-valued through re-visioning 
which aims to challenge the dominant western paradigm, patriarchy, by using a familiar 
fairy tale, “Sleeping Beauty”,  as an archetype upon which to superimpose an ulterior 
narrative to act as a ‘critiquing voice’. This ulterior narrative is achieved in the studio 
work “Soliloquy: the untold story of Sleeping Beauty’s dreams”. The narrative of the 
studio work is of myself, the artist (who is represented by the heroine, Sleeping 
Beauty), who embarks on a journey in which she enhances her sense of agency. She 
obtains certain 'gifts' which enable her to overcome certain challenging terrains that 
reflect spiritual and emotional obstacles. These tasks and obstacles confronted her 
previous ideologies which transform her emotional, psychological and spiritual 
disposition. Partaking in the journey enables her to develop a sense of agency which 
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thus influences her meeting of the prince upon awakening, which in turn influences the 
ending of the original story.
I shall outline briefly how this narrative works visually. The story of “Soliloquy” begins 
with the artist falling into her sleep-like curse in Figure D, and ends upon her awakening 
in Figure X.  
Figure D: Lisa Ledwick, “The call: enlighten my 
eyes lest I sleep the sleep of death”. 2010. 
Graphite, pencil, enamel and ink on 
Schoellerhammer hotpress. 875 x 398 mm.
Figure X: Lisa Ledwick, “Return: waiting…”. 
2012. Graphite, pencil, ink and gouache on 
Schoellerhammer hotpress. 875 x 398 mm.
The body of the narrative explores the dream journey she undertakes in which she 
develops a sense of agency that influences her reaction to the prince once awoken. 
Specifically, the journey she embarks on is a rite of passage with focalised spiritual 
elements, such as the gifts, and objectives, searching for ‘truth’. Like a typical journey 
narrative, she faces challenges in the form of difficult terrains, and various ‘gifts’ which 
are the phylactery, symbolic of knowledge and wisdom; the Shepherd’s staff, symbolic 
of leadership; and the shofar, symbolic of speaking (Figure J – detail of gifts). These 
‘gifts’ are provided to equip and enable her to continue to the next stage, until her 
journey is completed.  
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Figure J: Lisa Ledwick, “Gifts”. 2013. Digital image comprising of scan of “Gift I: Phylactery”, “Gift II: 
Shepherd’s staff”, “Gift III: Shofar” (2013. Graphite, pencil and embossing on Fabriano. 473 x 330 
mm). 4972 x 1760 mm.
These gifts, reflected in Figures K1-3, alter her understanding of her subject position, 
which influences her reception of the prince.  
Figure K1: Lisa Ledwick, “Journey I: I was alone in the desert places”. 2011. Graphite, pencil, ink and
blood on Schoellerhammer hotpress. 398 x 875 mm.
Figure K2: Lisa Ledwick, “Journey II: I’ve been overwhelmed in the forests”. 2011. Graphite, pencil, ink and
gouache on Schoellerhammer hotpress. 398 x 875 mm.
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Figure K3: Lisa Ledwick, “Journey III: I’ve waded through the ocean made of tears”. 2011. Graphite, pencil, 
enamel and ink on Schoellerhammer hotpress. 398 x 875 mm.
The prince in traditional fairy tale narratives usually represents ‘the reward’ (and 
ending) for challenges faced and hardships endured by the princess, however in 
“Soliloquy” the ending negates the traditionally romantic idealisation of marriage. 
Traditional heroines marry the princes they encounter because he ‘saves’ them and 
this is considered as worthy enough motivation for marriage – other factors are never 
considered. However, “Soliloquy’s” heroine makes a decision to reject the prince 
because he does not meet her standards, and waits for another who does, indicated 
in Figures X and Y. She is enabled to make this choice via the empowering 
experiences and confidences gained within her dream journey.  
Figure X: Lisa Ledwick, “Return: waiting…”. 
2012. Graphite, pencil, ink and gouache on 
Schoellerhammer hotpress. 875 x 398 mm.
Figure Y: Lisa Ledwick, “End scene”. 2013. Digital 
image comprising of photograph of chiffon dress on 
top of “No longer am I cursed” (2012. DMC thread on 
Aida. 325 x 320 mm); scan of transfer on Aida; and 
inverted “Return: waiting”. 1760 x 4972 mm.
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The dream journey is largely autobiographical and links with the agentic experience of 
re-visioning. Similarly to the relationship Sibande shares with Sophie (2010), my 
experiences and sense of agency are enacted through the heroine of “Soliloquy” which 
therefore increases her sense of agency as she is an extension of me. In “Soliloquy”, 
various re-visionist strategies that have been used by writer Napoli (2007), and artists 
Sibande (2010), Marasela (1999) and Woodman (1975-78) are used to increase a 
sense of agency while revaluing traditional ‘feminine’ characteristics. What follows is 
the implementation of these re-visionist strategies within “Soliloquy”.
  
3. Re-visionist strategies in “Soliloquy”
3.1  Creating narrative gaps: 
To establish agency is important in re-visioning traditional fairy tales, because the use 
of a passive subject position is common. The passive subject position leaves the 
reader vulnerable to the inherent patriarchal ideologies within them which affect their 
sense of self, and their understanding and relation to the world. Passive interpreters 
become highly “susceptible to the ideologies of the text” because they are no longer 
being critical of what they interpret and their sense of agency is undermined (Stephens, 
1992:68). Re-visions, on the other hand, seek to counter this traditional subject position 
by establishing an active subject position for the reader. A way of establishing this 
active subject position visually is through ‘narrative gaps’. As “Soliloquy” is 
predominantly illustrated, narrative gaps are illustrated in an aesthetic sense. Before 
narrative gaps are discussed properly, a brief historical insight into fairy tale 
illustrations will establish the purpose of the use of narrative gaps at present.
When fairy tales became popular in seventeenth-century France, there were no 
illustrations accompanying the text (Zipes, 1988:156). This was because printing costs 
were very high and printing was technically difficult (ibid.). As technology improved, 
engravings and woodcuts started to appear as a single image that expressed the 
essence of the story or its climax, and was placed in the beginning of the 
accompanying story (ibid.). In the nineteenth century this changed with further 
improvements in technology, which affected the cost as illustrations become easier 
and thus cheaper to reproduce (ibid. 157). As a result, more illustrations per story were 
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included, but the illustrations were used in support of the text in that they literally 
represented what was described in the text, encapsulated the author’s vision, or acted 
as decoration (ibid. 15). 
When words and pictures are equal, one of them becomes redundant, therefore 
optimal narrative co-operation between words and pictures exist when they each 
create ‘gaps’ of meaning, wherein the one will fill in the gaps of the other and a 
symbiotic relationship is created (Nikolajeva, 2006:2, 7). I have tried to achieve this in 
“Soliloquy”, by placing primary emphasis on the illustrations and allowing the selective 
text to act in as a supportive role. Furthermore, the meaning within the gaps of the text 
and images are intentionally not filled, for then the viewer would remain completely 
passive in the interpretive process (ibid. 17). 
Figure A1: Lisa Ledwick, “Title 1”. 2013. Digital 
image comprising of photograph of chiffon and 
transfer on muslin cloth. 1280 x 720 mm.
Figure A2: Lisa Ledwick, “Title 2”. 2013. Digital 
image comprising of photograph of chiffon and 
transfer on muslin cloth, with text inserted. 1280 
x 720 mm.
As mentioned, when words and pictures are symmetrical, they create a sense of 
redundancy, as noted in Zipes’ (2008:6) quote:
Regardless of whether the reader is a child or adult, the fantastic in picture books fails when it 
is merely descriptive, complimentary, decorative, or titillating. It succeeds best when it provokes 
the reader to stand back, take a second look, doubt, and reflect. Often image and text resist one 
another. The resistance to convey direct meaning and draw literal parallels to reality is at the 
heart of the design in picture books that make effective use of the fantastic to provide resistance 
to reality that show how reality can be transformed.
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As Zipes (2006:8) discusses above that effective “picture books” transform reality, so 
have I sought to present a past reality of mine in a magical manner that I personally 
hope would put the viewer in an active and engaging reflective state. The title 
“Soliloquy: the untold story of Sleeping Beauty’s dream” (“Soliloquy”) seen in Figures 
A1-2 is meant to reflect my personal engagement as author and practitioner with the 
narrative and situate the viewer regarding the specific fairy tale from which it is re-
visioned. To demonstrate: the title is paradoxical as soliloquy, according to Barnhart et 
al. (1980:1991), means, “talking to oneself”, and a “speech made by an actor to himself, 
especially when alone on the stage. It reveals his thoughts and feelings to the 
audience, but not to the other characters in the play.” The initial meaning of soliloquy 
firstly references the many hours I spent working alone on the drawings, and secondly 
deciding on what images to draw, and what they meant, was dialogic. At times I 
dictated what would be in the images, and at times they seemed to dictate to me what 
they should contain. The latter meaning of soliloquy references my thoughts and 
feelings in “Soliloquy” that have been revealed and communicated to the viewer. As 
the thoughts and feelings have been communicated, this monologue becomes public 
through the studio work, as my/Sleeping Beauty’s untold story is told. This fits in with 
Parsons’ (2004:138) definition of a re-vision in which she claims that agency for the 
author is not only enhanced when a new vision of an old text is created, but also when 
that vision is shared with others.  
Not only do narrative gaps subvert traditionally symmetrical words and pictures, and 
create an active subject position for the viewer, but so does the first-person narrative 
voice subvert the traditional omniscient narrative voice while creating an active subject 
position for the viewer, which is what “Soliloquy” seeks to achieve.
. 
3.2 Subverting the omniscient narrative perspective
Like Sibande’s work (2010), “Soliloquy” implements first-person narrative in the title 
(Figure A2), and focuses the narrative through the heroine who reflects a personal 
connection to my past and present. “Soliloquy’s” heroine is focalised throughout the 
narrative and the verbal perspective moves between a limited and strategic use of 
omniscient voice in the start of the film, and predominantly first-person voice 
throughout the rest of the narrative. Text from the original “Sleeping Beauty” fairy tale 
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(omniscient voice) is used in order to establish to the viewer an understanding of which 
fairy tale is being re-visioned. This is achieved verbally through the title (Figure A1 and 
A2), the opening text (Figure B1 and B2), and visually by highlighting certain 
representative elements of the original fairy tale such as the needle-like spindle, the 
spinning wheel, the castle, and the rose (inspired from the Brothers Grimm’s “Briar 
Rose” in Zipes, 2001) as a leitmotif signifying her spiritual and emotional state. 
Figure A1: Lisa Ledwick, “Title 1”. 2013. Digital 
image comprising of photograph of chiffon and 
transfer on muslin cloth. 1280 x 720 mm.
Figure A2: Lisa Ledwick, “Title 2”. 2013. Digital 
image comprising of photograph of chiffon and
transfer on muslin cloth, with text. 1280 x 720 
mm.
Figure B1: Lisa Ledwick, “Intro 1”. 2013. Digital 
image comprising of scan of transfer on Aida. 
1280 x 720 mm.
Figure B2: Lisa Ledwick, “Intro 2”. 2013. Digital 
image comprising of scan of transfer on Aida. 
1280 x 720 mm.
Visually, first-person narrative is established through the knowledge that we are in her 
dream (noted in the title) and therefore the journey is shown from the artist’s point of 
view. The visual text is made up of the illustrations that establish point of view, which 
vacillates between what the heroine is seeing (noted by her physical absence within 
the drawing such as in Figure K2); what she is doing (noted by her physical presence 
such as in Figure K3); and how she is feeling (often indicated by the rose leitmotif and 
the condition it is in). As the narrative is taking place in the heroine’s dream, the overall 
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visual narrative is from her subjective point of view and the viewer is experiencing what 
she is experiencing with regard to her feelings and events. By creating a heroine that 
is personal, and relating her feelings to the viewer via symbols such as the rose and 
mirror, creates a character that avoids being flat and static which is typical of traditional 
fairy tale heroines. 
Figure K2: Lisa Ledwick, “Journey II: I’ve been overwhelmed in the forests”. 2011. Graphite, pencil, ink and
gouache on Schoellerhammer hotpress. 398 x 875 mm.
Figure K3: Lisa Ledwick, “Journey III: I’ve waded through the ocean made of tears”. 2011. Graphite, pencil, 
enamel and ink on Schoellerhammer hotpress. 398 x 875 mm.
3.3 Complex and realised characters
In order to create a complex and realised character, the artist is initially portrayed as 
emotionally and spiritually ‘impoverished’ due to the negative experience she had with 
her previous partner and his negative, patriarchal attitude toward her new found 
spiritual life. The artist (heroine) seeks enrichment and growth, which is shown through 
three symbols: the leitmotif of the rose; the metaphor of the mirror; and the fragmented 
physical appearance that becomes less fragmented and more complete throughout 
the narrative, all of which subverts the male gaze. 
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enamel and ink on Schoellerhammer hotpress. 398 x 875 mm.
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the narrative, all of which subverts the male gaze. 
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A symbolic expression of self used is that of the leitmotif. A leitmotif is a recurring theme 
(Barnhart & Barnhart, 1980) but it is also a symbol as it is an object that usually 
represents something other than itself (ibid.). The rose, either in its entirety, petal, or 
leaf (Figures D, F, G, U and X), is a recurring object that symbolises the subjectivity of 
the heroine and her sense of agency. The condition of the rose, or one of its parts, 
represents the unstable spiritual state of the heroine. Nodelman (1988:101) notes that 
objects can convey meaning in themselves as they may relate to other literature, art, 
or personal experience, thus the rose motif is intertextual and references the other 
name that Sleeping Beauty is known by which is “Briar Rose”. To use something other 
than Sleeping Beauty as a reference to her subjectivity is necessary as it adds another 
engaging dimension to the drawings and narrative as a whole. As Briar Rose is another 
well-known name for Sleeping Beauty, a rose to my mind was the best choice. A rose 
is also often associated with the feminine rather than the masculine, and therefore is 
an appropriate symbol for the heroine in this body of work.  
Figure D (detail): Lisa Ledwick, “The call: 
enlighten my eyes lest I sleep the sleep of 
death”. 2010. Graphite, pencil, enamel and ink 
on Schoellerhammer hotpress. 875 x 398 mm.
Figure D (detail): Lisa Ledwick, “The call: 
enlighten my eyes lest I sleep the sleep of 
death”. 2010. Graphite, pencil, enamel and ink 
on Schoellerhammer hotpress. 875 x 398 mm.
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Figure F: Lisa Ledwick, 
“Transformation”. 2009. Colour 
pencil, ink, gouache and colour 
transfer on Fabriano. 473 x 330 mm.
Figure G (detail): Lisa Ledwick, “This is a 
season of preparation”. 2010. Graphite and
pencil on Schoellerhammer hotpress. 398 x 
875 mm.
Figure U (detail): Lisa Ledwick, “O 
sick Rose”. 2013. Digital image 
comprising of photograph of dry rose 
leave under chiffon. 1760 x 4972 mm.
Figure X (detail): Lisa Ledwick, “End scene”. 
2013. Digital image comprising of 
photograph of chiffon dress on top of “No 
longer am I cursed” (2012. DMC thread on 
Aida. 325 x 320 mm); scan of transfer on 
Aida; and inverted “Return: waiting”. 1760 x 
4972 mm.
The rose motif will carry more ‘weight’ (importance) if the viewer is able to recognise 
these associations (Nodelman, 1988:104). The context and repetition of symbols are 
important in providing weight to a symbolic object (ibid. 101). I am aware that not all 
persons may be familiar with this other name, Briar Rose, but I do not find this 
problematic as the rose is portrayed either implicitly or explicitly in “Soliloquy’s” images. 
However, “Soliloquy’s” narrative can still be successfully told without knowledge of this 
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association, as the rose motif would not take away from an understanding of events, 
but instead may enrich it. 
Like the rose, the mirror21 as trope is used to enhance the richness of the visual 
narrative. It is not the physical presence of the mirror or its utilitarian purpose that is 
important, but the meaning implied in its purpose. In “Soliloquy”, the mirror refers to 
the idea behind Lewis Carroll’s “Through the looking glass” (1881) in which Alice finds 
herself in the world on the other side of the mirror. The world on the other side of the 
mirror stands as a metaphor for Alice’s subconscious mind while she is asleep, which 
is revealed in the ending, and thus plays on the illusion between reflections and reality 
(Carroll, 1956:237). However, the mirror is more directly related to being a ‘passage’ 
allowing Alice entrance into another reality (Richard, 2007:24). The mirror as metaphor 
for a passage or entrance is similar to the concept of the ‘threshold’ or ‘liminal’, initiated 
by van Gennep, and popularised by V. W Turner. Richard (2007:25, 26) observes that 
Carroll’s Alice explores “the transforming self” in the alternate reality of the looking 
glass, which can be identified with post-structuralism’s concept of a discursive 
subjectivity. Like images reflected in a mirror, discursive subjects who, as they move, 
their reflections change, creating many different versions of the same subject. Visually, 
this is achieved through the ‘kaleidoscope technique’22 where an image is doubled, 
flipped and moved together to create a new image in and of itself, see Figures F, K2, 
M, and R. 
Figure K2: Lisa Ledwick, “Journey II: I’ve been overwhelmed in the forests”. 2011. Graphite, 
pencil, ink and gouache on Schoellerhammer hotpress. 398 x 875 mm.
                                           
21 The symbolism of the mirror has far ranging positive and negative connotations that have been 
discussed by many authors, philosophers and feminists, such as Angela Carter, Sandra Gilbert and 
Susan Gubar, Jacques Lacan, Simone de Beauvoir, and Luce Irigaray. However, this superseeds the
purpose of the research, therefore only its particular application to this research will be discussed. 
22 A made-up name for the process that I found while experimenting with a digital photographic 
programme.
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Figure M: Lisa Ledwick, “The choice: the narrow or the wide path”. 2012. Graphite and
pencil on Schoellerhammer hotpress. 398 x 875 mm.
Figure F: Lisa Ledwick, “Transformation”. 
2009. Colour pencil, ink, gouache and 
colour transfer on Fabriano. 473 x 330 
mm.
Figure R: Lisa Ledwick, “Confrontation: god of 
flies”. 2012. Graphite, pencil ink and gouache 
on Schoellerhammer hotpress. 875 x 398 
mm.
The kaleidoscopic technique in “Soliloquy” makes reference to the alternate reality of 
the heroine’s subconscious, and reflects what is ‘behind’ reality which echoes Lewis’ 
“Behind the looking-glass”. It is also noteworthy to mention that a text (verbal or visual) 
acts as a mirror as it forms both communication and reflection (Schanoes, 2009:18). 
Furthermore, as objects are reflected in mirrors, their image is inverted and changed, 
although still recognisable – an ideal symbol in itself for the term ‘re-vision’ (ibid. 20).
The kaleidoscopic technique visually connects to the heroine’s sense of self that is 
developing and changing during the journey which echoes a changing reflection in a 
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mirror. The curse upon her may be superficially read as restrictive, and begets freedom 
previously unavailable to her due to the social restrictions of normative princess 
behaviour. As she is in a dream, the difference between fiction and reality is blurred; 
for example, time is unfixed and non-linear, narrative events are intertwined with those 
of my life, and there is a combination (specifically in the film) of photographs and 
realistically rendered drawings. “Soliloquy” is a story about inner reflection, which 
largely occurs through the means of an allegorical journey in which the heroine aims 
to reconstitute herself from a passive to active subject position – as such, the way in 
which she is portrayed is the manner in which her subject position is illustrated. The 
largely divided representation of the heroine stems from an unknown sense of who 
Sleeping Beauty is in the original tale and my troubled identity at a specific time in my 
life. 
As mentioned, traditional representations and embodiments of women in visual texts 
often occur via the sexually objectifying gaze. However, through the dissolution of 
formal characteristics within traditional representations of women, the heroine of 
“Soliloquy” is able to explore her own subjectivity and interrupt these traditional 
representations in visual texts. My choice in how I would represent the heroine/myself 
also allows me the control of how the heroine/myself would be viewed, which contrasts 
with the conventional ‘man depicting woman’ scenario. Additionally, in Figure X the 
heroine seems almost separated from the chair by the bed curtain and her posture. 
She does not appear to acknowledge the chair or prince, as the chair acts as the 
psychological presence for the prince, similar to Marasela’s (1999) use of the chair in 
her photograph. In this image, the gaze is denied as there is no nudity, no sensually 
inviting gaze, no acknowledgment of the viewer, and no reclining pose as in traditional 
images of nude women. 
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Figure X (detail): Lisa Ledwick, “Return: waiting…”. 2012. Graphite, pencil, ink and gouache 
on Schoellerhammer hotpress. 875 x 398 mm.
As the rose and mirror are symbols of the heroine, so too is here physical appearance 
symbolic of her emotional and psychological disposition. The heroine reflects an 
unstable subject whose identity is in process, therefore the rendering of her physical 
appearance should emulate that as well. As Jean (1998: 32) writes: 
The body speaks. Without words, without writing, we use the body to express 
our feelings, deliberately or unconsciously, and to communicate them to our 
peers. The human body is an extraordinarily complex machine, capable of a 
many faceted modes of expression that uses voice, gesture, tone, vocabulary, 
and a myriad of other tools.
As noted in Chapter three, Woodman (1975-78) embraced unconventional portraiture 
by creating fragmented and discursive identities that spoke to the psychological 
disposition of the represented subject. I drew inspiration from Woodman’s work as this 
is what I wanted to achieve with my heroine because I wanted to move away from the 
traditional representations of Sleeping Beauty as seen in Clarke (1922), Rheam (1899) 
and Leibowitz (2009). Below I have demonstrated where Woodman’s inspiration has 
influenced my work. 
In “Space2” (1977) (Figure 3.4) there is a “spatial merging” in which it seems as if
Woodman is trying to become part of the wall. This spatial merging disturbs physical 
and psychological boundaries (Lui, 2004: 26). Figure F is similar to “Space2” (1977) in 
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that the rose petal merges with a mirrored image of the heroine, reflecting its symbolic 
connection and addressing her discursive subjectivity. Here in figure F, two identities 
merge and separate, the ‘old’ Sleeping Beauty as she knows herself to be before falling 
asleep starts to disintegrate, and the ‘new’ Sleeping Beauty starts to emerge. Figure F 
also makes reference to the “betwixt and between” or the neither here nor there of the 
liminal (threshold) world in rites of passage23. The heroine thus leaves her old world 
behind her to embark on a ‘new world’ containing trials and initiations. 
Figure 3.4: Francesca Woodman. 
“Space2” series, Providence, Rhode 
Island. 1977. Gelatin silver print. 13, 7 x 
13, 3 cm.
Figure F: Lisa Ledwick, 
“Transformation”. 2009. Colour pencil, 
ink, gouache and colour transfer on 
Fabriano. 473 x 330 mm.
In “Untitled, 1975-78” (1975-1978) (Figure 3.5), Woodman crops off half of her body 
and her face – authoring only what she feels the viewer should see. Figures V1 and 
V3 are similar to “Untitled, 1975-78” as they strive to allude to the heroines presence
within the image and negates the gaze of the viewer. The ‘reward’ of the face is taken 
away, and only the necessary body parts that tell the story are made available to the 
viewer in order that the heroine may not be objectified sexually. Although in “Untitled, 
1975-78” the viewer is looking at the subject, and not from her vantage point, we see 
her as she psychologically sees herself - disjointed. Figures V1 and V3 show the 
heroine entering and leaving a watery world, having been through a ‘rebirth’ process 
in-between (Figure V2). Such an experience should not be represented literally as that 
                                           
23 Victor W. Turner (1920-1983) builds upon the work of anthropologist van Gennep (1873-1957), and 
popularised this phrase “betwixt and between” (1969:95), during his many years of research on the 
liminal period of rites of passage. To read more see: V. W. Turner, 1969. “The ritual process: structure 
and anti-structure”.
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would rob it of its mysticism but only clues given to the viewer to assist in the 
interpretation process, hence the hand (entering) and the foot (leaving). Such 
disjointed representation thus speaks to the experience, rather than the person who is 
experiencing it. 
Figure 3.5: Francesca 
Woodman. “Space2” 
Providence, Rhode Island.” 
1975-78. Gelatin silver print. 13, 
97 x 13, 97 cm.
Figure V1 (detail): Lisa 
Ledwick, “Baptism I: my spirit 
carefully searches”. 2012. 
Graphite, pencil, ink, enamel 
and gouache on 
Schoellerhammer hotpress. 
514 x 395 mm.
Figure V3 (detail): Lisa 
Ledwick, “Baptism III: one 
heart… a new Spirit”. 2012. 
Graphite, pencil, ink, enamel 
and gouache on 
Schoellerhammer hotpress. 
514 x 395 mm.
Additionally, in “i stopped playing the piano” (1975-1978) (Figure 3.6), Woodman 
blocks our gaze by removing her face (the ‘reward’ of the gaze) and body from the 
image. Instead as she displaces herself through the objects and makes reference to 
herself in the title (Townsend, 2006: 56), like Sibande (2010) does. In “i stopped playing 
the piano” (1975-1978), there is a chair but unlike the chair in Marasela’s work (1999) 
that refers to the phantom presence of her mother, Woodman’s chair is an object that 
acts as a reference to herself. Woodman’s “i stopped playing the piano” (1975-1978) 
subverts traditional portraiture so completely that Woodman herself is not even in the 
image. Instead of using herself Woodman makes use of the personal pronoun “I” in the 
title, like Sibande (2010), and uses objects like the chair, clothing draped over the 
window, and the object on the wall. Figures D and K1 are similar to “i stopped playing 
the piano” (1975-1978) in that the heroine is not directly but indirectly ‘seen’ in the 
image. Figure D contains an impression of the heroine’s body and Figure K1 has 
blood24 surrounding the phylactery in the upper right hand corner which all makes 
                                           
24 I have used my own blood on the drawing.
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24 I have used my own blood on the drawing.
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reference to Sleeping Beauty. Figure O shows objects that belong to the princess 
herself and reference the things she “had to let go” of (Figure N). These objects are a 
crown, some hair and a section of a dress.25 They indicate the relinquishment of her 
royalty (embracing humility); hair (forsaking the feminine beauty ideal of long hair –
see Figure’s F, M and Figure W in the addendum to note difference in length); and old 
identity (see Figure’s K2 and W in the addendum to note the different clothing). 
Figure 3.6: Francesca Woodman. “i 
stopped playing the piano,” 
Providence, Rhode Island. 1975-78.
Gelatin silver print. 13, 97 x 13, 97 
cm.
Figure D (detail): Lisa 
Ledwick, “The call: 
enlighten my eyes lest I 
sleep the sleep of death”. 
2010. Graphite, pencil, 
enamel and ink on 
Schoellerhammer 
hotpress. 875 x 398 mm.
Figure K1 (detail): Lisa Ledwick, 
“Journey I: I was alone in the desert 
places”. 2011. Graphite, pencil, ink 
and blood on Schoellerhammer 
hotpress. 398 x 875 mm.
Figure O: Lisa Ledwick, “Things I had to let go”. 2013. Digital image comprising of scan of 
“My crown”, “My hair”, “My dress” (2013. Graphite, pencil and embossing on Fabriano. 473 
x 330 mm). 4972 x 1760 mm.
                                           
25 These objects all belong to me, including the hair, and were drawn from life.
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Using specific symbols create unusual portraits of Sleeping Beauty’s character and 
revises stale representations of fairy tale heroines, just like the princess’s modest 
appearance and revaluation in waiting revises undesirable sexist representations. 
3.4 Revised representations of gender
“Soliloquy” differs from the standard representations of women (note the works of 
Clarke and Rheam, Figures 2.1-2.3) in that the heroine shall not be reclining, limp, 
placid and sexually alluring. This in is reaction to the objectification of women and the 
role of marriage in visual representations that may stem from already established 
socially imbalanced gender relations created in literature, fine art and consumer culture 
(Rowe, in Zipes, 1986:209, 210). Rowe (ibid.) argues that the romantic storyline in 
traditional fairy tales, also reflected in traditional romantic literature, is one that is 
typically identified with women and which women are susceptible to. A reason for this 
susceptibility is that women are often not exposed to texts where the ending (or climax) 
of the story is not marriage (ibid.). Rowe (ibid. 218) further explains that the 
romanticisations of marriage in fairy tales withhold the “heroine’s ability to act 
assertively... [b]ecause the heroine... submits to patriarchal needs... [she is] allowed 
no opportunity for discriminating selection, the princess makes a blind commitment to 
the first prince who happens down the highway”, and thus sabotages female 
assertiveness within the story. In addition, Rowe argues (ibid. 210) that romantic 
storylines in traditional fairy tales and traditional romantic literature are the superficial 
means by which most women make romantically informed decisions. Taken from 
Rowe’s position regarding the romaticisation of marriage in fairy tales, I argue the 
reason Sleeping Beauty married the first prince who arrived was because she was not 
equipped to make a choice regarding whom to marry. My argument stems from the 
original story (Perrault, 1922:56), where the fairy “entertained her [Sleeping Beauty] 
with pleasant dreams” while she was cursed (emphasis mine). Similar to shallow 
romanticisations of marriage that inform real life romantic choices, these shallow 
dreams informed Sleeping Beauty’s thoughts for one hundred years. The word 
‘entertained’ suggests a lack of critical engagement, thus the dreams the fairy gave 
her did not encourage her to challenge or disrupt the patriarchal paradigm in which she 
lived. A humanist understanding would see agency acquired in a dream state as a 
false sense of agency because dreams are ‘not real’ and are at times irrational. Davies 
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(1991:43) argues that stories (or dreams as they have a narrative element) interpret 
events (the events of Sleeping Beauty’s life), and are “understood as fictions, [that 
provide] the substance of lived reality”, thus the experience within the dream can 
change Sleeping Beauty’s subjectivity. In “Soliloquy”, Sleeping Beauty’s subjectivity is 
repositioned through Irigaray’s theory of ‘intersubjectivity’.
Irigaray (2002:79) claims that men demonstrate a propensity towards objectifying 
women, but argues that this stems not simply from either biological and/or social 
reasons but from relational reasons as well. Irigaray (ibid. 85) analyses the 
relationships between men and women through their construction of language and 
finds that the difference between the sexes is in relational identities and that traditional 
masculine subjectivity has been favoured as the standard in western society, which is 
why traditionally regarded ‘feminine’ characteristics are often denigrated by patriarchy. 
The suggestion made by Irigaray (ibid. 82) is that we correct this inequality by not 
offering preference to a particular subjectivity, but by becoming aware of the other sex’s 
subjectivity and respecting it as having legitimate worth. Becoming aware of the other 
sex’s subjectivity is achievable by negating the oppositional subject-object patriarchal 
world-view through creating a type of “intersubjectivity” (subject-subject), which is 
neither inclusive nor exclusive, but maintains the duality of subjectivities in a supportive 
manner (ibid. 83, 84). Irigaray (2002:85) argues that to negate one another’s 
differences would then negate the differences that make men and women “destined 
for one another”, which would infer why re-visions seek to revalue and not relinquish 
traditionally regarded female characteristics. This type of intersubjectivity should 
initiate corrective behaviour of gender stereotyping by men and women because then 
it is woman’s task to restore and preserve agency and not become ‘his’ (object), and it 
also becomes man’s task not to assert the traditionally ‘possessive I’ position (subject) 
over the woman (ibid.).  
The ending of “Soliloquy” does not seek to send a message of rejecting all relationships 
with men in favour of living an ascetic lifestyle, but rather suggests taking up the 
(difficult) critical and alternate position of waiting for someone who agrees with the 
‘subject-subject’ relationship between men and women, rather than the ‘subject-object’ 
relationship that the original prince subscribes to. The act of waiting positions the 
heroine in an active subject position by resisting, subverting and changing the 
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dominant social order, which situated waiting as passively and indiscriminately 
accepting. This is depicted both verbally in Figure Y “I’ve placed my trust in eternal 
things, waiting, rather, for a prince who feels the same” and visually (her position and 
gesture in relation to the chair which represents the prince) in Figures X and Y towards 
the end of the narrative.  
Figure X (detail): Lisa Ledwick, “Return: 
waiting…”. 2012. Graphite, pencil, ink and
gouache on Schoellerhammer hotpress. 875 x 
398 mm.
Figure Y (detail): Lisa Ledwick, “End scene”. 
2013. Digital image comprising of photograph of 
chiffon dress on top of “No longer am I cursed” 
(2012. DMC thread on Aida. 325 x 320 mm); 
scan of transfer on Aida; and inverted “Return: 
waiting”. 1760 x 4972 mm.
For example, in Figure Y, the cross-stitch rose, which is colourful, whole and placed 
under her dress where her heart would be, is suggestive of her psychological and 
emotional growth and healthy spiritual and emotional state. This image, combined with 
verbal text, resolutely expresses that she will wait for someone who shares her belief 
that an egalitarian relationship between men and women is possible. 
“Soliloquy” has aimed to re-vision all negative aspects of the western fairy tale 
“Sleeping Beauty”, and like Sibande (2010), Marasela (1999) and Woodman !91975-
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dominant social order, which situated waiting as passively and indiscriminately 
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waiting…”. 2012. Graphite, pencil, ink and
gouache on Schoellerhammer hotpress. 875 x 
398 mm.
Figure Y (detail): Lisa Ledwick, “End scene”. 
2013. Digital image comprising of photograph of 
chiffon dress on top of “No longer am I cursed” 
(2012. DMC thread on Aida. 325 x 320 mm); 
scan of transfer on Aida; and inverted “Return: 
waiting”. 1760 x 4972 mm.
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78), has placed the storyline of the heroine in an unconventional setting – a dream 
world. 
3.5  Counter point in setting 
One of the most marked differences between “Soliloquy” and the traditional illustrations 
of “Sleeping Beauty” (Figures 2.1 - 2.3 of Clarke and Rheam) is the setting. The 
narrative of “Sleeping Beauty” takes place within waking hours and traditional 
illustrations depict the characters in medieval garb and ancient historical environments. 
A dream setting seems an ideal setting in which to construct a re-vision as it is an 
unexplored area of fairy tales in general, and especially so for the “Sleeping Beauty” 
story. In “Soliloquy” the environment, whether rooms or landscapes, carries most of 
the pictorial weight as the heroine is at times hidden or engulfed therein. These 
environments make up the ‘dream space’ in which the narrative occurs. Dreams and 
landscapes are very similar in a sense to the ‘liminal’ in rites of passage (Thomassen, 
2012:21). Hazel Andrews and Les Roberts (2012:1) define the liminal in a way that 
“connotes the spatial: a boundary, border, a transitional landscape, or a doorway of ... 
a physical as well as psychic space of potentiality ... an initial stage of a process... the 
unfolding of a spatio-temporal process”. Likewise, dreams are neither real nor fiction, 
but they have a beginning and an end as they usually occur during the threshold hours 
of one day to another. They also do not typically identify with the linear time of waking 
hours. As such, the dream landscapes allegorise the discursive agency of the heroine 
in process, and the mixed events of the author and the heroine within the narrative. 
The dream landscapes or environments often speak of symbolic occurrences or the 
emotional state of the heroine. In Figures T, V1-3 and Figures W1-3, the watery effect 
of the text and landscapes symbolise baptism, which is a positive experience for the 
heroine. Baptism symbolises the crux of any spiritual rite of passage which is a death 
to the old self and rebirth to the new self. This symbolic death and rebirth also echo 
the pre-liminal and post-liminal rites of passage category. Therefore the baptism is a 
positive experience for the heroine because she ‘dies’ to her old ideologies and 
negative self-image, and is ‘reborn’ into a new paradigm that positively enhances her 
sense of agency and thus her sense of self. 
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Figure T: Lisa Ledwick, “No longer am I cursed”. 2013. Digital image comprising of 
photograph of wet chiffon, DMC thread and needle on white cartridge text prints. 1760 x 
4972 mm.
Figure V1: Lisa Ledwick, “I speak with my 
own heart”. 2013. Digital image comprising of 
photograph of transfer on chiffon, water. 2362 
x 1772 mm.
Figure W1: Lisa Ledwick, “Baptism I: my spirit 
carefully searches”. 2012. Graphite, pencil, ink, 
enamel and gouache on Schoellerhammer 
hotpress. 514 x 395 mm.
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Figure V2: Lisa Ledwick, “My heart is sore”.
2013. Digital image comprising of photograph 
of transfer on chiffon, water. 2362 x 1772 mm.
Figure W2: Lisa Ledwick, “Baptism II: Fuse”. 2012. 
Graphite, pencil, ink, enamel and gouache on 
Schoellerhammer hotpress. 465 x 453 mm.
Figure V3: Lisa Ledwick, “One heart… a new 
Spirit”. 2013. Digital image comprising of 
photograph of transfer on chiffon, water. 2362 
x 1772 mm.
Figure W3: Lisa Ledwick, “Baptism III: one heart… 
a new Spirit”. 2012. Graphite, pencil, ink, enamel 
and gouache on Schoellerhammer hotpress. 514 x 
395 mm.
Figures K1-3 represents the main body of the journey and conveys the heroine’s 
psychological disposition.  
Figure K1: Lisa Ledwick, “Journey I: I was alone in the desert places”. 2011. Graphite, pencil, ink and 
blood on Schoellerhammer hotpress. 398 x 875 mm.
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Figure K2: Lisa Ledwick, “Journey II: I’ve been overwhelmed in the forests”. 2011. Graphite, pencil, ink 
and gouache on Schoellerhammer hotpress. 398 x 875 mm.
Figure K3: Lisa Ledwick, “Journey III: I’ve waded through the ocean made of tears”. 2011. Graphite, 
pencil, enamel and ink on Schoellerhammer hotpress. 398 x 875 mm.
The difficult circumstances in which the heroine must acquire the gifts within the 
landscape stands as metaphors for events in my life and how I felt while going through 
them. This is reflected in the text thereafter (Figure L):“I was alone in the desert places 
[loneliness], I’ve been overwhelmed in the forests [trauma], and I’ve waded through 
the ocean of tears [depression]”. 
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Figure L (detail): Lisa Ledwick, “I was alone”. 2013. Digital image comprising of scan of transfer on 
Aida and embossing. 345 x 250 mm.
Although these events were not positive experiences, the gifs reflect the reward of 
hardships endured and conquered. Furthermore, Andrews and Roberts (2012:1-2) 
view landscapes as liminal entities in themselves, because they are “shaped and 
produced … [by] human and natural processes and agents … and in a constant state 
of transition”. In this instance, the movement allowed by the film medium becomes 
advantageous as it conveys these transitional instances more accurately and 
effectively than what can be achieved in a still drawing.  
As mentioned, the depiction of Sleeping Beauty herself mimics the feminine beauty 
ideal of a young, slender, long-haired beauty with fair skin. In “Soliloquy” feminine 
beauty is never the focus nor does it predominate, as the heroine very seldom shows 
her face (only once in Figure X); is never depicted sensually; and is often not even in 
the images. The heroine does echo certain similarities to the original in that she is 
young, slender and fair skinned26 but the manner in which this is portrayed never infers 
the traditional sensual nude or objectifying sexual poses. 
                                           
26 These are some of my physical characteristics, and are co-incidental as I use myself as a model for 
the heroine.
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Figure W (detail): Lisa Ledwick, “Return: waiting…”. 2012. Graphite, pencil, ink and
gouache on Schoellerhammer hotpress. 875 x 398 mm.
In this dissertation rites of passage are seen through religious experience, and 
symbolise change. Thus a rite of passage becomes a metaphor for re-vision, and in 
turn, transformation (Holm & Bowker, 1994:1). This transformation reflects the 
Bildungsroman nature of the narrative as a whole, which sees the heroine grow and 
develop in a positive way. 
4. Summary: applying the strategies to the studio work 
In this chapter, how “Soliloquy” has taken inspiration from re-visionist strategies used 
by writer Napoli (2007), and artists Sibande (2010), Marasela (1999) and Woodman 
(1975-78) has been identified. These re-visionist strategies are categorised 
thematically as: creating narrative gaps; subverting the omniscient narrative 
perspective; creating complex and realised characters; revised representations of 
gender; and counterpoint in setting. What will be in the next chapter is how these re-
visionist strategies were applied to “Soliloquy”. Narrative gaps create a symbiotic 
relationship between word and picture, which encourages agency for the viewer as it 
leads to a more active interpretative position. As noted, first-person narrative is 
focalised through pronouns, point of view, and a personal connection to my lived 
experiences, which creates a more engaging, dynamic heroine. Layered character 
development is analysed though a divided physical representation of the heroine, 
which subverts traditional representations of women and negates the gaze embedded 
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in older visual texts. The traditional medieval setting was countered by using a dream 
setting which not only served as the environment for the story but the type of terrain 
was meant to indicate her emotional state. Furthermore, the idealised and climactic 
wedding of the traditional fairy tale is removed from the ending, and a new focus is 
placed on the heroine and her development throughout the narrative. She does not 
marry the initial prince, but chooses to wait for another who shares her belief in 
‘subject/subject’ relationships in which gender differences are valued and respected.
As noted, ‘fracturing’ the fairy tale is avoided by recuperating the idea of waiting as 
agentic by seeing this traditional ‘feminine’ trait to be as valuable as traditional 
‘masculine’ characteristics such as action. Waiting is considered an active process in 
this context, as it is consciously engaged with and enacted by the heroine. Waiting 
thus becomes agentic as its purpose gives her a sense of identity that she chooses. 
How these re-visionist strategies could be used in the future will be discussed in the 
conclusion with recommendations for future research. 
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CHAPTER SIX: A CONCLUSION AND FURTHER RECOMMENDATIONS: THE 
LEGACY OF RE-VISIONING
In this dissertation, the question “how can waiting be re-visioned as an act of agency 
for Charles Perrault’s “The Sleeping Beauty”?” was asked. In order to answer that 
question I investigated whether agency can be applied to the traditionally passive 
feminine characteristic of waiting using “Sleeping Beauty” as a metaphor. This 
investigative process initially began by examining fairy tales in the western canon in 
general. It was found that stereotypes have become the cultural norm within traditional 
western fairy tales, and repetitive exposure to gender stereotyping may negate agency 
for women. I also found that in order to break these stereotypes, alternative discourses 
should be introduced into society in order to challenge traditional beliefs so that agency 
for women may be enhanced. “Soliloquy” aimed to challenge traditional discourses by 
taking, in this case, a familiar fairy tale (“Sleeping Beauty”) and using it as an archetype 
upon which to superimpose an ulterior narrative to act as a ‘critiquing voice’. Re-visions 
were found to enhance agency for the author, heroine and viewer/reader by enabling 
an active subject position through its various strategies. 
Then I narrowed down western fairy tales to one fairy tale. I believe that Charles 
Perrault’s fairy tale “The Sleeping Beauty in the woods” was found to be a particularly 
passive heroine as it was imbued with overarching patriarchal ideologies and was 
therefore used as the archetype from which to re-vision a new narrative: “Soliloquy: 
the untold story of Sleeping Beauty’s dreams”. I then investigated the historical 
overview of the interpretation of “Sleeping Beauty” as it has manifested throughout 
history in images and texts. This investigation was done in order to place my re-reading 
of “Sleeping Beauty” in “Soliloquy” in a feminist post-structuralist context and 
furthermore, to draw out the differences and similarities between what is seen as the 
traditional fairy tale in contrast to a feminist interpretation of the theme. The act of 
agency and the role of patriarchy were the key focus areas. 
Key second-wave feminist fairy tale writers Lieberman (1972), Stone (1979) and Rowe 
(1975), amongst others, have already critiqued the stereotypical sexist content and 
nature of fairy tales. Also, authors Angela Carter (1979), Tanith Lee (1984), and Jane 
Yolen (1992) have critiqued the fairy tale via a feminist lens by re-interpreting or re-
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visioning actual traditional fairy tales but they have done so to the detriment of a 
relatable fairy tale heroine. Many second-wave feminist authors simply reversed 
gender roles by giving only traditional ‘male’ characteristics to fairy tale heroines which 
then ‘fractured’ feminist intents within re-visions, because it still ascribed a higher value 
to traditional ‘masculine’ characteristics, than to traditional ‘feminine’ characteristics. 
Herein lay the problem in answering my question, so I sought to present a 
contemporary fairy tale heroine who recuperates and revalues traditional aspects of 
femininity within a feminist context, so that feminist ideals would not be fractured. 
Writer Napoli (2007) and artists Sibande (2010), Marasela (1999), and Woodman 
(1975-78) were able to avoid fracturing gender roles and revalue traditional ‘feminine’ 
characteristics through a common desire to enhance agency for women. I have drawn 
inspiration from their works for this reason. The writer and artists have used similar re-
visionist strategies in their work, such as subverting the omniscient narrative voice; 
revising gender stereotypes; developing complex and realised characters; creating 
narrative gaps and providing a counterpoint in setting. Throughout their work revaluing 
traditional ‘feminine’ characteristics for women has allowed a more relatable female 
heroine, rather than simply reversing gender roles and creating ‘heroes in drag’.
Within “Soliloquy”, the main traditional ‘feminine’ characteristic to be revalued was 
waiting. The characteristic ‘waiting’ was chosen because it is a particularly passive 
‘feminine’ characteristic and has direct ties to the “Sleeping Beauty” fairy tale due to a
curse that makes her sleep for one hundred years and thus ‘wait’ for her prince. 
Revaluing waiting, as agentic, avoids gender role reversal by preventing the ‘fracturing’ 
of feminist intents concerned in challenging gender stereotypes. By interpreting this 
‘feminine’ trait, waiting, as equal to certain ‘masculine’ characteristics, it is considered 
positive in a different context. When waiting is combined with positive traditionally 
‘masculine’ traits, such as decision-making and exploration, a more dynamic heroine 
is developed. Waiting in “Soliloquy” is therefore re-visioned and revalued as the 
heroine, through a process of encounters and tasks on her allegorical journey, learns 
more about who she is and her relation to the world. It is a process that enables her to 
gain a critical perspective about herself that influences her reception of the prince. 
Waiting becomes a critical choice with purpose and vision – something deeper than 
she had before. Dreaming, with its associations of dormancy and passivity, becomes 
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instead, a place of interrogation and exploration that repositions her subjectivity and 
sense of agency. By re-visioning waiting in this manner the second sub-question as to 
how it can act as an act of agency within “Soliloquy” is answered. 
The writer and artists mentioned in this research are not alone in their concern to re-
vision problematic patriarchal fairy tale texts. However, there is a vast array of writers 
and artists who seem to indicate that the traditional fairy tale is still extremely popular. 
Does this mean that traditional fairy tales are considered too problematic, or does it 
mean that there is no end in sight for gender stereotypes and that most individuals are 
not interested in critiquing dominant ideologies? Do people want fairy tales that are 
engaging or are they content in the comfort of repeatedly reading old fairy tale staples? 
The available literature and visual artworks show that there is a demand for both re-
visioned fairy tales and for traditional fairy tales. The amount and variety of fairy tale 
re-visions has grown over the years, so there is a possibility of a new canon being 
formed. This would be a positive step forward, I believe, for promoting the dissolution 
of gender stereotypes. Nevertheless, the desire for traditional fairy tales will most likely 
remain as they are still seen as a form of escapism – taking the reader to a different 
time and place in history. 
Traditional fairy tales are easily available and partly because of this the dominant 
paradigm of patriarchy continues to exist and continues to pass down a limited 
interpretation of the abilities of women from one generation to another. In my future 
work, I would therefore like to continue with re-visioning fairy tales as I feel that they 
make a positive contribution to critiquing patriarchy and presenting alternative 
paradigms. This body of work, “Soliloquy”, sought to do that by initially looking at 
western fairy tales in general and then selecting Charles Perrault’s fairy tale “Sleeping 
Beauty” to examine as a particularly acute example of a passive heroine. My further 
research would aim to narrow this research even further by looking at how religion, 
specifically Catholicism had influenced Perrault’s creation of a passive heroine in 
“Sleeping Beauty”. My reasons for this are both personal and academic. They are 
personal in the sense that in “Soliloquy”, Sleeping Beauty went on a rite of passage 
with focalised spiritual elements such as the baptism which was influenced by my new-
found spirituality, Christianity. They are also academic in the sense that during my 
research on Perrault’s Sleeping Beauty, I often read about how Catholicism influenced 
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the writings of Perrault, and how Catholicism imbues a patriarchal paradigm. I feel that 
Catholicism has unjustly manipulated Christianity and I would therefore like to address 
this issue and critique it, while investigating how this manipulation by Catholicism of 
Christianity resulted in the creation of a passive heroine. I shall address these issues 
firstly by providing a context for possible future research and then propose what 
outcome is hoped for in further recommendations.  
Further recommendations: the legacy of re-visioning 
A re-visioning of fairy tales from a feminist perspective has been explored since the 
1970s, but there is a wide scope for other perspectives that have not been accessed 
or engaged with. Fairy tales re-read from postcolonial, Marxist, ethnographic, or 
religious perspectives are areas of potential growth. The use of any appropriate 
perspective will be a valuable contribution in the re-visioning of fairy tales. As my 
heroine in “Soliloquy” underwent a spiritual rite of passage, and for personal reasons, 
I would further investigate how Catholicism has unjustly manipulated Christianity to 
enforce a patriarchal ideology in western fairy tales. Christian feminism27 might be the 
appropriate lens from which to investigate the western fairy tale canon, and much work 
by Anne E. Duggan28 (2005 + 2008) regarding the area of fairy tales has been done to 
date.  
An area where social relations are unequally valued and systemic injustices abound 
may be found in religion, where women are marginalised by patriarchy. Yolanda Dreyer 
(2011:1) states that this patriarchal relationship between the sexes unjustly diminishes 
a women’s sense of spirituality. Dreyer’s idea that patriarchy diminishes female 
spiritual experience is echoed in the work of Daniella Coetzee (2001:301) who argues 
that a patriarchal type of Christianity stems from men superimposing ideas onto 
scripture (eisegesis) “… to suit their image of man as superior to the female”, instead 
                                           
27 Christian feminism is a movement that promotes gender equality by men and women that believe a 
correct interpretation of scripture does not support the general view of women as inferior to men (Elwell.
W, 2001. “Evangelical dictionary of theology”. p. 448) 
28 Duggan does not call herself a “Christian feminist,” nor does she discuss her work from a theological 
perspective. Duggan writes from a feminist perspective but as religious aspects, particularly during the 
time of Perrault, form a large part of her work (2005 + 2008) mutually supportive of Christian feminist 
ideals, and constructive with regard to these ideals as argued against Charles Perrault’s work.
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of extracting meaning from the text (exegesis). B. Talbert-Wettler (in Elwell, 2001:449), 
writes that egalitarian feminism falls under the general term “Christian feminism”, and 
describes a group of men and women who note that “at times [the Old Testament may] 
describe the results of patriarchy, total biblical revelation is not believed to support 
male rule over women”.29
Patriarchy does, as Dreyer comments above, diminish female spiritual experience 
which, according to Duggan (2008), is revealed in Perrault’s fairy tale “Sleeping 
Beauty”; and other fairy tales like “Bluebeard” and “Snow White”. Duggan (2008:212) 
argues that Perrault’s representation of women in his fairy tales is informed by Catholic 
religion at the time. Religion was important in any seventeenth century French person’s 
life. From birth to death, every major milestone and even day-to-day tasks were 
governed by religious doxa and traditions (Gibson, 1989:237). Catholicism, the main 
religious voice at the time, saw Eve’s choice regarding ‘the fall’ applicable to all women, 
and as a result women were supposed to be obedient, submissive (ibid. 41) and dutiful 
towards their husbands (ibid. 43) without any desires of her own (ibid. 59). Eisegetical 
interpretations have used the biblical Eve as a scapegoat upon which to posit male 
supremacy over women (Weisner, 2000:11). Duggan (2008:214) explains further that 
for Perrault, wives embodied the “flesh and sense”, who must obey their husbands who 
represent “reason and order”, and this is a pervasive theme throughout his work. 
Duggan (ibid. 220) claims that, in order to contextualise the moral of “Sleeping Beauty”, 
one needs to “bring to the fore the underlying religious concepts of gender and 
authority”. Duggan (ibid. 223) goes on to explain that these religious concepts are 
informed by “patriarchal law”.
Therefore a possible direction for future studio works would seek to address this 
patriarchal reading of Christianity by Catholicism through Christian experiences by the 
heroine that are not accessible in the original fairy tales due to gender, but generate 
spiritual equality and value. This, in addition to an opportunity to understand 
                                           
29 This term fits into the broader aspect of the social and political emancipation of women, compatible 
with biblical beliefs regarding women as being of equal value to men and having access to a purpose 
and destiny outside of men’s desires/needs.
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religion at the time. Religion was important in any seventeenth century French person’s 
life. From birth to death, every major milestone and even day-to-day tasks were 
governed by religious doxa and traditions (Gibson, 1989:237). Catholicism, the main 
religious voice at the time, saw Eve’s choice regarding ‘the fall’ applicable to all women, 
and as a result women were supposed to be obedient, submissive (ibid. 41) and dutiful 
towards their husbands (ibid. 43) without any desires of her own (ibid. 59). Eisegetical 
interpretations have used the biblical Eve as a scapegoat upon which to posit male 
supremacy over women (Weisner, 2000:11). Duggan (2008:214) explains further that 
for Perrault, wives embodied the “flesh and sense”, who must obey their husbands who 
represent “reason and order”, and this is a pervasive theme throughout his work. 
Duggan (ibid. 220) claims that, in order to contextualise the moral of “Sleeping Beauty”, 
one needs to “bring to the fore the underlying religious concepts of gender and 
authority”. Duggan (ibid. 223) goes on to explain that these religious concepts are 
informed by “patriarchal law”.
Therefore a possible direction for future studio works would seek to address this 
patriarchal reading of Christianity by Catholicism through Christian experiences by the 
heroine that are not accessible in the original fairy tales due to gender, but generate 
spiritual equality and value. This, in addition to an opportunity to understand 
                                           
29 This term fits into the broader aspect of the social and political emancipation of women, compatible 
with biblical beliefs regarding women as being of equal value to men and having access to a purpose 
and destiny outside of men’s desires/needs.
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Christianity from an egalitarian perspective, would allow for a sense of agency to 
develop in a new series of artworks which find their anchor in “Soliloquy”.
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